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PREFACE 


THIS synoptic review was primarily undertaken at the 
request of the , enterprising Padma Publications Ltd., of 
Bombay.. The deeper urge came from certain convictions 
about the nature of Tagore’s greatness which the reader 
will find in the second chapter. 

The list of authors to whom- I. am indebted is large 
indeed. . Tagore, is the indispensable and the surest guide 
to himself. Where, as in his letters, there are contradic- 
tions, I would like to trace them, as much to the inevitable 
uncertainties of personal crises as to his never-failing 
kindness, to numerous enquirers, to that large obedience 
to patience and suffering which characterised his conduct. 
If goodness is. not afraid of commitmehts, greatness also 
contains antitheses. 

. ^ext to him, I am indebted to Srijut Amal Home and 
Prabhat Kumar . Mukerji. Home’s Chronicle of eighty 
years in the Tagore Memorial Special Supplement 
Number of the Calcutta Mumcipal Gazette, September 13, 
1941, is a brilliant combination of scholarship and jour- 
nalism, Prabhat Babu’s two volumes (in Bengali) on 
Tagore’s life and works form the authoritative biography. 
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while his shorter survey (in English) in the Tagore 
Birthday l^umher of the yiRwahharati Qnarterhj, 1941 is 
the best brief account of Tagore’s life written so far. I 
have leaned heavily on them all. 

Dr. Nihar Ranjan Ray’s * BahimJra Sahitjfcr Bhumika ^ 
(in Bengali — a Calcutta University publication) I have 
found useful. It is full and sensible. Its strength is in 
the sociological point of view. Ajit K. Chakravarty, 
Charu Bandopadhyaya, S- K. Bannerji. Abdul Odud. 
Annada ' Shankar Roj% ^lohit ^lajunidar, Biswapati 
"’•1 owdhury, Pramatha Bi.si, Subodh Sen Gupta and 
dra N. Das Gupta’s standard writings (in Bengali) 
»ve thrown light on various problems. I have not always 
agreed with them. 

For special aspects., like painting, music, prosody, 
politics, etc., I have gone to the speeiali.sts. Their names 
will encumber this volume. I have utilised the files of 
several magazines, like the Modern Review and Prahaslii, 
Paricliaya, Kabiia, Yiehiira, Viiara, and Visivahharaii 
Quarterly, as also the special birthday numbers and 
volumes of greetings, like the Golden Book, the Jayanii 
Visargo. and Kaii Prasaati. The literature on Tagore is 
.spread all over the dailies and monthlies, quarterlies and 
annuals. I have picked and chosen from them. Non- 
Indian biographers and critics have been stimulating. 

But my views are my own. If they are wrong, thej’ 
would not diminish Tagore’s gi’eatne.ss ; if they are right, 
let some readers of this book start reading Bengali to 
know why and how he was great. The days of meaning- 
less adulation and patronising tolerance are over. He 
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has to be reckoned with by the future generation. Esti- 
mates may veer, but bis place is permanent in the tortuous 
course of culture. 

I crave the pardon of all students of Rabindranath 
for what is missing in this volume. My particular regret 
is' for the absence of a -fuller mention of his remarkable 
essays and letters arid his practical work, each .of which 
certainly deserved a chapter. All that I can say is that 
the oinissioris are not intentional. ' 

I aril particularly grateful to Sree Asit Kumar Gupta 
for his many helpful suggestions. , , ' ’ . ” 

Lucknow DHURJATI PRASAD MUKERJI 

28th June, 1943 

★ 

PREFACE TO THE SECOND EDITION 

A PEW personal -remarks^may not be out of place in the 
preface to the second edition of * Tagore.* I have' been 
grateful for the kind reception wliich has been accorded to 
the^first edition. I have also profited from the criticisms, 
most of which were • reasonable and legitimate. But on 
two points, I think, I could plead for exoneration. The' 
book had to be hurried through the press in just a week’s 
time and there was no time for checking up. I am afraid 
that the same difficulty has overtaken the second edition; 
To give one example, the English dates of publications 
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have not becii corrected in the light of recent research. 
They were mostly taken from the 1941 Tagore numbers of 
the Galcuiia Municipnl Gazeife and the Vishivahharati 
Quarterly, and perforce, the dates have had to remain 
imchanged, probably, it is hoped, without any great jeo- 
pardy to the due appreciation of Tagore’s greatness. The 
same remark also applies to the English rendering of 
certain titles of Tagore’s works. 

This book, be it clearly noted, is not an academic thesis 
on Tagore. It only aims at conveying a synoptic view of 
^^Tagore’s manifold activities. Each chapter could be ex- 
panded into a volume. But it is humbly submitted that 
a small book attempting, however poorly, to envisage the 
wholeness of Tagore has also a place in the literature on 
Tagore. Besides, literature is no more than a private vice 
of mine, and I can only feel grateful if a few find a trace 
of public virtue in it. 

The criticism on the score of levity should have been 
ignored. : ‘Yet, the passage containing the reference to 
Tagore’s love for mangoes and Sanatogen has been deleted, 
if only as a concession to the * religiosity ’ of some Indian 
readers. • How often is veneration a cloak for vested 
interests’ ! 

In any case, an early second edition is one more proof of 
the modern man’s perennial interest in Rabindranath. 

Lucknow, DHURJATI PRASAD M0KER.JI. 

22nd September, 1944. 
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A BIOGRAPHICAL SKETCH 


HOMAGE to the great is .a never-ending ritual. It is 
intimate 'with the needs of the age and the immediacies 
of the hour. The homage varies from toleration when 
the people’s spiritual vigilance is low to revaluation 
under the stress of crises. At no moment, however, does 
the -acceptance of greatness go out of the .collective 
memory of man. Curious too are the forms of allegiance ; 
adulation to-day and hostility to-morrow, but indifference 
rarely, unless the people have mortgaged their soul to the 
powers of darkness. Even then, the lapse is temporary; 
when the deed is redeemed, there is celebration at. home 
once more. So long as the supreme values are not finally 
abandoned by the people, no dishonour is meant by. fresh 
attempts at appraisals. It is this final consideration which 
idinuld apologise for any discrepancy between the present 
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uncritienl optnioti nliotjt and tin* of 

prpiitn»\sH Hupfjpslt'd lu*ri*. Tn»,'or»' wa-; a produ»'t of Imh 
time and his onvironruont ; }»* son^dU to ri*fn>;hion ffoMM 
in the lifjht of his nndei'stnndlnf.r ; and t!i“ iiiti'rnMion 
was n vnhinhlp strand in thr« enltiirf-pro**t-.,s of morlj-rn 
India. That process has been reeently furtijer eonditioijcfl 
by w'orld-.shnkinp: evctits, fitotioh its own eonlribntiou to 
the shapiitt; tiiereof has not bei'U c/anmensurnto with it*, 
potential it ie.s. It is tins elmnt'ini; context which in tin* 
proper haekpromid for the stndy of Taitore toalny, Ki«' 
body can tcH what is jroiu}' to happen to the world nn<l 
India. The peace that will follow may or may not 
the peace that Tagore desired. Hnnmn nature may or 
may not chnn;>c, exploitation may or may not eensj'. In 
ca.se, pence. love atid harmony lose their ancient nrj»e>, 
Taporc will he discarded like an old cloak. If they arc 
retained, Tn"ore remains in the {trnnd tradition of thos.* 
who .speak on hehalf of hnmanity in the midst of its 
cnRulfmcnt by barbarism. 

Tagore’s life has little or no * drama.’ Xo absorbinir 
pa.ssion but in his omi eroation, no cycles of boom, crash 
and deprc.ssion in private fortune, no greater .struggle 
against odds than the n.snal one against the philistinism 
of illiterate litterateur.s and semi-literate worshippers, 
broke up the .steady tenor of liis living. The Nobel 
liaureatcship was not an nne.xpected phenomenon, nor wjts 
the conferment by the O.xford University of the Doctorate 
in Literature, Honoris Causa, at a special convocation in 
Shantiniketan. Tagore had many bereavements and 
private and public disappointments, but they did not 
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stigmatise his work, barring one volume, the Smaran, 
which was occasioned by the death of his wife. On the 
contrary, he almost always succeeded in converting them 
into materials for a deeper apprehension of the' spirit and 
for nobler expressions of the joy which, in his- view, per- 
vaded the universe. And this is not surprising either 
for one whose mantram was Shantam, Shivani, Advaitdm. 
The philosophy of the Upanishads does not help one to 
run a life on the lines of a movietone hero. It disables 
‘ character,’ evens out the sharpness of the incidence of 
events, and may prevent one from being a ‘ pure ’ patriot. 
It can only make for the belief in Universal Harmony. 
Of such stuff ‘ dramas ’ are not made. No sense of des- 
tiny <hangs over Tagore’s life; and therefore, Tagore’s 
life-history is mainly the biography of ideas and artistic 
creations just as his own dramas are more idylls of the 
Quest than stories of human conflict. In other words, 
Tagore’s crises are all subjective, begotten by the spirit, 
even if nursed by the objective situation. That jealous 
guard over his soul completely defeats Western biographers 
and baffles any Indian writer of this century who has 
accepted their model. In another language, the life of 
Tagore cannot be composed on the Symphonic pattern of 
Goethe’s, whose variety of creative work most resembled 
his. Tagore’s life-pattern was essentially melodic, mth 
numerous improvisations indeed, but it was buflt round 
the regiant notes. This does not at all mean that h< 
did not share in the tragedies of his coimtry and the world 
That he did, but his reactions remained essentialJj 
personal, spiritual. 
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Ganges, fertile, populous, alive and quick by tbeir very 
uncertainty, detached, self-sufficient, contacting the main 
body as by an effort of will and retreating shyly into 
their ovii world at the slightest shake. This double assu- 
rance of -freedom became treble with the young Eabindra- 
nath who was the fourteenth child of his parents none of 
whom established any personal intimacy with him. And 
yet, the Maharshi had the most abiding influence over his 
son. Rabindranath’s Upanishadic base was fixed by the 
father. 

When the child of such a family was sent to school, 
first the Oriental Seminary and then the Bengal Aeadem 3 ^ 
he could not but be unhappy. The curriculum was not 
much better than what it is to-day. At home, he was 
subjected to a very rigorous discipline that did good to 
his body and mind. The school, in fact, offered a chance 
for playing the truant. Rabindranath was soon given 
the sacred thread and taken away by his father to 
Shantiniketan, ' a beautiful spot with the requisite tree 
and the adequate myth, which had been purchased by 
the Maharshi in 1863 for the quietude, of its open spaces. 
Throughout his life Shantiniketan remained Tagore’s 
psychic capital. He gave it the human touch and in 
return got back its openness. A north India tour was 
•undertaken in the same year, 1873, and a visit paid to 
the Golden Temple at Amritsar on the way to the hill 
station of Dalhousie. The father always found time to 
instruct the son in Sanskrit, English, and Astronomy, a 
subject of which he remained fond throughout his life. 
On coming back he was admitted to the St. Xavier’s 
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Si'ljnot, (!al<>ut}a, iui<l iwit tu'ivnti* i, . 

Shui}Jii)il:«*’au Ic’jn v:chf rimj 

defeat af I'rithviraj). v. itih* !hi‘ 8t. Xav£-;r'c. S'f?n5^,} ‘vr;:*. 
prohahly for Ins of 

^farU^^h. n<* lo>{ hjv; motlur in a #}.-ar laMV v-ao 

larnuilnrd oblivirais of Ik-j* ?-onV in thf' of 

her pre>occuj>atif»n‘i. She once cnlled liabinMnnjaih i;> r 
‘ dark ' hoy. No trace of Ish* dircirl t‘* h-* 

found in Tagore 'a v.'orJ:s. If tlio ])-.yi-ho-a!!aly.>:s may 
hold this neiralive fact respou'-ihlo for tlie ah -,ri"'; jrt 
Tagore f>f the l•oav<:‘n^ifl^^^^l t;. pe of oi th** 

inollierland, a .socioloiri*:! may explain it in terms of tJ;e 
peculiar social and ri*li»/ions tnidltions of tr-e farnily. 
^VIlcn. however, we romeinher ‘li“ hold of tlo' 'i'antri’; 
cult of the Divitie Mother in lientml, it.> '‘oanect jdu with 
the first nati/>nalis} movenunt. atid its influ-fn'.* .lU tise 
Shifavm t-yele of s<»ni:s, Tsiooiv ’.s tlis-as'o>;;iation from otic 
valuable strand of lientmi’s enkural traditions eannot he 


ifTnorcfl and the lack oi jiersonai touch with h.is taotlom 
hut he noted. Taijore’s lines on inothei’ho«ai and motherly 
love arc very few ; he ^Yas not ]mriieularly proud of the 
national .soijos in which lien'ra! is a<idrc<>ed as tho 
Mother ; lie was ufd even fojid of the famous lianth 
Mafaram ; and lie had a supreme eontempt for tin' 
mother's babies, (lu'ik the Inst story he wrote — The L/iho- 
raiflry). These are facts that av/ait further analysis. 

The Hindu Mela, vdiieh was the mudetis of the Swadeshi 
movement in Ben"al, twice excited the younp hoy of 14 to 
write patriotic poems. The last one showed which way 
the wind was blowinjr. Lord Lyttou was holdiu" the 
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Delhi Durbar, and famine was .stalking the land. Eabiudra- • 
natli saw through the irony of the situation and exposed 
H in a poem which he recited before the audience. Poverty 
n the midst of plenty struck him deeply. But the 

lorum of the journal with the eldest brother, 

Dwijendranath, as the editor, offered his talents 
1 greater scope. There, as ‘ Bhanu Sinha Thakur,’ he 
published several poems on the model of the Vaishnava 
lyrics, besides contributing literary and- sociological 
essays, a long story, parts of a novel, and a long poem, 
Edbi-EaMni, the next of its kmd after Banaphul, in eight 
cantos, that had been written and published elsewhere 
a year earlier. Young Eabindranath was budding. 
Among the poetical works of his sixteenth year, only the 
‘ Bhanu Sinha ’ poems bear the hall-mark. They are clever 
adaptation of the sensupus spirit, imagery, rhythm and 
language of Vidyapati. Artifice c^ed unto artifice, but 
young Eabindranath ’s conceits were counterfeit. He 
lacked the religious feeling of the pada kartas and made 
amends for it by adolescent adroitness. Yet, these poems 
were maturer than the Eabi-kahini in which he was un- 
folding the life of a poet into the dreamy vagueness of 
‘ Universal Love.’ The earliest noticeable literary influ- 
ence on Tagore’s poetry was that of the Vaishnava lyri- 
cists. His essays, however, were of another stuff. It is 
still a pleasure to read the comments of this young man 
of sixteen on English manners, English literature, Beatrice 
and Dante. They are less soft than his poems and 
do not exactly suggest a poet’s prose. This latent dicho- 
tomy between Eabindranath ’s critical attitude and style, 
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on the one liancl, and tlie approach of personal apprecia- 
tion in the style of poetic prose, on the other, was to 
become patent later on, till a high degree of decency and 
tolerance from an unrivalled position at the apex sub- 
merged it. In fact, this .snbsequent charity was often a 
loss to critical literature. 

. The 3 ’^ear 1878 found Tagore a wanderer. He sta.vcd 
for a while with his second brother, Mr. S. N. Tagore, 
the first Indian I.C.S., then posted at Ahmedabad, and 
sailed with him for England. Bc.yond attending a few 
lectures of Prof. Heniy Morlcj% (who was struck bj’’ the 
\young Indian’s essay on Shellej'); a few plan's, concerts 
' and meeting.s, ho did not seem to have profited much in 
the waj’^ of academic discipline. But he found time to 
contribute to the Bharaii a brilliant series of letters on his 
sojourn in Europe, and to begin- a drama in verse, called 
the Bhagna-hridaya (The Broken Heart). The latter is a 
purely adolescent outpouring, and the poet’s own criticism 
of it in his * Jihan-Sniriti ’ (Reminiscences) is a measure 
of his self-knowledge. But the letters arc alread.v litera- 
ture; the prose is sure, lucid, fluid, the mind is critical, 
observations are sound, and comments to the point. Very 
little of that metaphj’^sical biirden which certain later 
travel-diaries a la Kaj^erling carried is to be found in 
these letters. Young Tagore did not like .England and 
came back after a j’^ear and half’s stay, unfit and un- 
equipped for any job. Tagore was seldom happy in the 
man-scape of Bengal, but he was never happj’^ outside her 
landscape, and womanscape too. The climate and the 
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closed view of England left him as cold as Gladstone’s 
speeches did. 

The formative period now began in- full earnest. 
Balmiki Prativa was staged, Eabindranath taking the part 
of the poet and flashing a new facet of his genius. He 
protested against the opium trade in China and called it 
‘ the traffic in China’s death.’ At the Medical College 
Hall, he spoke on ‘ Music and Feeling^’ a subject that was 
to remain ever close to his heart. His vocal demonstration 
caused a sensation. For many long years to come, any 
audience, literary, private or political, would demand 
songs, songs and songs from him. The voice had a high 
pitch and an enormous range. Rhythm was not perfect, 
but the mould was classic. Expression was alwas^s his 
strong point. Rabindranath at this time decided to leave 
for England to join the Bar. He only went as far as 
Madras, and came to Mussourie instead. A very interest- 
ing family trait is this of sudden departures and quicker 
returns. But the Maharshi was a greater adept at it than 
the P.oet ; while the latter would come back from half 
the distance or from the railway station, 'the former some- 
times would not go beyond the gate and keep the luggage 
ready for the next unlmo-wn and unknowable destination. 
Prom Mussourie Rabindranath hurried back to Chander- 
nagore to stay with his third brother, Jyotirindranath, 
whom he probably loved the most. Sandhya-Sangeet 
(Evening .Songs) was written when the poet was only 20. 
It was the occasion for BanMm Chandra’s compliment. 
The welcome-garland meant for BanMm Chandra by 
Romesh Dutt on the occasion of his daughter’s marriage 
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wiiK plncod l)y linnkim (.'liandra fm the ncal: of tin* yn»u»i'«.r 
Avrilcr, an incidonl ■vvliich tlio Poet ^ya.^ never firerl of 
vapeatinK. On that day the SnjulInjn-Hnnf/n { (Kvenin*: 
.Sonf?s) had appeared and a eopy hatl reached I’ankirn. 
The next, year saw Tagore finisliinir a novel. Unit 
Thakurauicr hat (The Youn*; Qneon’s Market), and 
publisliiii" anotlier mnsical drama, the Knl .Vr/V/at/a. 
(The Fatal Hunt). During Ins stay at Sndder Street. 
Calcutta, lie had the Vision wliieh he was to deserihe in 
pro.se and ver.se, in the Awahmintj of ihc Fountain (in 
the Prahhat Saiujcci — ^^forning Songs), in hi.s “ R^'inini.s- 
\cence.s " and in the “ Religion of Man.^' 'With another 
trip to the Bombay Prc.sidency, another drama Prakrit ir 
Parisodh (Nature’s Revenge), a number of .songs, marriage, 
and the death of liis .sister-in-law, JyotirindranathV wife, 
the first chapter of thi.s period is clo.sed. 

Rabindranath wa.s arriving. The Sandhi/a-Sanr/cct 
registered a step ahead of imitation in prosody and ex- 
pression, and its joy in that freedom was a snfiicicn; 
compensation for the aimless rambling in the Forest of 
the Heart. Similarly, in the musical drama of the Pnhniki 
Praiiva, the young writer made bold to introduce certain 
Western aii\s and cadcncc.s in response to the demand for 
action. The Prahhat Sanffcct was the frnit of that all- 
round urge for freedom. It.s second poem, the Awakening 
of ihc Fountain, was only the first nodal point in the poet’s 
development. The poet, it seems, did not eatch the full 
.significance of the crisis. For many long years to come, 
until he could equate his illumination to the Upanishadic 
universal of Joy, the Ansioii would remain blurred and 
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the voice an Echo. The subjective unfolding, in the mean- 
time, was a great gain, and the yonng man’s pre-occupa- 
tion was with the surplus experience of a felt-whole. Truth 
had dawned on the half-awakening mind, and the poetry 
that followed was one of dream-mutterings, and the pri- 
vate symbols which were thrown up were unsure guides to 
systematic thought. 

PraJcritir Parisodh was the first important drama of 
Tagore. Its music was subordinate to the story, and the 
story held better than in the two earlier pieces. The 
confiict between asceticism and natural humanity, a kej’^ 
to Tagore’s philosophy, came out well in the defeat of the 
Sannyasi at the instance of the girl whom he had brought 
up. Prom another angle, as Tagore described it later in 
his “ Reminiscences,” the drama was an attempt to bridge 
the gulf between the finite and the infinite, between the 
dull daily worthlessness of unconscious living and the 
deliberate rigour of a living upto an external standard, 
with the help of love and richer personal relationship. But 
death had severed one of his dearest bonds and the young 
poet was benumbed for the time. Prom now he would 
struggle poetically, conceptually, spiritually, to put its fear 
in the proper place. His emergence out of the dark night 
of the soul was described in Kari 0 Kamal (Sharps and 
Plats), the next significant book of poems. Gone were 
the exciting days of effervescence in which Clihahi 0 Gan 
(Pictures and Songs) was written. The poet would not 
die but would live in this, beautiful world, this forum of 
men. So came the variety of subjects in this slim volume. 
Sharps and Flats, all singing the world of senses as it 
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(Mistake at the Start). Here was a social skit, well 
jonstructed and with coruscating dialogue. Two articles, 
Woman Labour and The XJnemployed, written about 
the same time, are additional proofs of his gifts for con- 
jrete thinking. 

His second trip to Europe was also recorded in a 
brilliant diary. , Tagore turned definitely to stories and 
journalism. The Post-Master, on which so much of 
Tagore’s reputation in this line rests, was contributed to 
a Bengali weekly. But the montlily . magazine Sadhana 
soon appeared under his o^vn editorship. Education and 
politics, among others, now engaged his ' attention. The 
article, The Tortxiosities of Education, was published in 
Sadhana in 1892.' Its arguments on behalf of education 
'n the mother-tongue have not yet been improved upon, 
t contained the germs of Tagore’s pedagogies and should 
be read by all Indian Educationists. Tagore, meanwhile, 
was composing the poems of Sonar ' Tari (Golden Boat). 

Prom the point of view of evolution Chitrangada 
(1892) was a dead- end. He never produced more richly 
sensuous poetry before or after. No translation can give 
an idea of its extravagance of images and metaphors, its 
plenitude of lyric sentiments and its rich melodic pattern. 
But the body-soul conflict was there, and it was resolved 
on behalf of the. soul.' Whatever treatment of the man- 
woman relation we would find in subsequent poems, novels 
and stories, took its start from the sacrifice of Chitrangada 
at the altar of her idea of what a lover, Ar juna, should 
be. 

The Sonar Tari poems were a different affair. They 
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were in a way a new development. A sense of mystery 
pervaded all these poems, and a dim figure stepped out 
of the psyche’s penumbra. The first collections of short 
stories and of songs were also published in 1892. They 
will be treated separately. 

The next phase of Tagore may be called the nationalist 
one. His articles on politics were of course not political 
in the strict sense of the term! They were essentially 
sociological, because he never separated politics from society. 
Two articles of this period which need special mention, 
Ingraj 0 Bharatlashi (The Englishman and Indians) and 
Ingrajer AtanJca (The Englishman’s Fear), betray an in- 
tuitive grasp of the essence of Indo-British politics. In 
the latter, Tagore stressed the need of Hindu-Muslim 
unity which he described as the haunting fear of the 
Englishman. Tagore read at this time a path-finding 
paper on folk-songs and nursery rhymes, and showed their 
basic importance for national, i.e., popular literature. He 
also opened a Swadeshi shop in Calcutta, and a jute-press 
in his zamindari to relieve the jute-growers among his 
tenants. Obviously, it was a period of search for balance 
and objectivity in the outer world of his country. Tagore’s 
theoretical and practical contributions to nationalism were 
constructive. Even the first essays were marked by charity 
and knowledge and grounded upon the dignity of self- 
help. He was unsparing in his criticism of foreign rule 
and domestic slavery. In spite of his being ahead of the 
times, we must not expect too much of a young man in 
his thirties. He had not yet realised the limitations of 
nationalism nor had he yet sensed the contradictions 
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between the British rule and the full flowering of Indian 
culture. But, assuredly, he was already convinced that 
the national movement should not be. a begging expedi- 
tion. In 1897, he attended the Bengal Provincial Con- 
ference at Natore and moved, unsuccessfully, for tlie con- 
duct of the proceedings in the mother-tongue. Next year, 
the Sedition Act was passed, and Tagore read a paper. 
The Kantha-rodh (The Throttled), before a huge meeting 
in the Calcutta Town Hall. When Tilak was arrested 
(1898), his protesting voice was the sharpest. He went 
about collecting funds for Tilak ’s defence. Plague broke 
out in Calcutta, and Tagore duly warned the Government 
against the repetition of the Bombay measures. He be- 
came the right hand man of Sister Nivedita in organising 
voluntary relief. In the political conference at Dacca he 
^again vainly pleaded for the mother-tongue, and in a 
vicious speech severely criticised the Zamindars for their 
indifference and reactionary attitude. The opening year 
of the century saw him safely installed udth his family 
at Shantiniketan, away from the dust and din of politics 
and economics. His business had failed, involving liim 
in a large debt, and h^ was eager, to give a concrete ex- 
pression to his views of national reconstruction through 
group-activity. 

It would be wrong to think, however, that his national- 
istic phase was artistically uncreative. Between 1894 
and 1901 were composed, among others, Pancha Bhuter 
Diary (The Diary of Five Elements — ^Dialogues), Eshvdita 
Pashan (Hungry Stones — Story), the poems of Chitra and 
ChaitaU (The Last Harvest), Jihan Debaia (Poems), 
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Malini (a musical drama), Baikunther Khata (Mss. of 
Baikuntha — a Social Comedy), dramatic poems like 
Gandharir Abedan (Gandhari’s Appeal), SdU and Narak- 
^bas (Sojourn in Hell), Kanika (Epigrams), Katlia 
(Balads), Kslianika (light lyrics) , Lakslimir Pariksha (The 
Test of Lnxmi — ^^’erse-Drama) and Chirakumar Sablia, 
(The Bachelor’s Cluh — a Comedy). Anyone of these 
Avould make a first-class reputation, but The Diary of Five 
MemenU, The Hungry Stones are incomparable pieces. 
The dialogues in the Diary and the comedies are witty 
and sparkling, showing in letters, what his friends knew 
in talks, an intellectual alertness of a high order. The 
Bengali stage still considers the two comedies as first-class 
box-office attractions. But their performance demands 
highly finished acting. There is hardly any group of 
young actors in Bengal’s colleges who have not tried their 
talents on these two comedies. The charge that Tagore’s 
dramas and dialogues are all too mystical, too intellectual,, 
is just not true. He had also a good command over the 
situational humour. But, certainly, he was more at home 
in witty repartees. . It is a pity that the non-Bengalis have 
been denied this supreme pleasure and fed with his mystic 
dramas alone. He- only half knoAvs Tagore who has not 
listened to his talk. Tagore wrote Bachelor* s Club in two 
da3^ in response to the demand of Sarala Debi, his niece, 
who was then editing Bharati., The Diary of the Five 
Elements was inspired by. the conversation of a few in- 
tellectuals who had gathered round Tagore to discuss life 
ancl letters. The Five Elements were the five points of 
^ view, of the philosophy of life. This little volume should 
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be one of the -world's classics. Even Tagore could not 
excel its brilliance and wisdom. Tlic story of IJimgrij 
Stones was occasioned by a weird experience at Salii Bag 
which had been the residence of his civilian brother at 
Ahmedabad. Tagore was a past-master jit conjuring nji 
the spirit of a place. 

Once at Shantiniketan, his tests began. Wliat with the 
new school, then known as Brahmacharyasram, the 
Bangadarshan, Bankim Chandra's magazine newly re- 
vived, the failure of the busines.s, and his daughter's ill- 
ness and wife’s death, his time was fully occupied. Tagore 
was a devoted husband and father, and a most patient 
nurse. To meet his obligations he had to sell a portion 
of his property. Rabindranath lived with the students 
as one of them, taught theni in the school-hours, an<l 
shared in all their activities. Rabindranath’s wife had 
\given her ornaments and her whole time to the Shantini- 
ketan. Her loss was’eommemorated in Smaran (In Memo- 
riam). The youngest son, Shamindra, was taken up by 
Rabindranath -with all the aifeetion of a mother. For him 
were "written the Sisu (The Child) poems which are master- 
pieces of child literature. The translations of some of 
these poems later appeared in the Crescent Moon. But 
Rabindranath was not the man to give up -writing for 
other duties. For him, as wth very few, -writing, compo- 
sition of songs, all forms of creative work were an exer- 
cise in balance. The tn’^o novels, CJioJcher BaU (Grit in the 
Eye) and Nauha Duhi (The Wreck), were published 
serially in Bangadarsha/n. In poetry, Naibedya (Offer-- 
ings) came out -with its peace and wisdom (1901).. At 
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about this time Professor Moliit Sen of Sbantiniketan, a 
sweet and sacrificing soul, began to edit in nine volumes 
The Collective works of Tagore. It was the second coUect- 
3d edition, when the poet was forty-three, the first being 
undertaken by Satyaprasad Ganguly, his nephew and in- 
timate in 1896-97, when the poet was thirty-five only. 

The period covering the poem Jiban Detata (1896) and 
the book Naibedya (1901) marked an important stage in 
Tagore’s personal development. Much has been written 
Dn the concept of Jiban Debata. It has been identified 
5vith the Socratic daemon, the Ego, a Personal God, and 
what not. Tagore himself added to the confusion by try- 
ing to define it differently for different temperaments. 
True that the concept also engaged his poetry for a con- 
siderable time. In reality, however, it was an attempt 
at moving away from his engrossing subjectivity to some- 
thing which was at once concrete and universal. The con- 
creteness was sought in Jiban Debata and the universality 
in the Infinite. Tagore resolved the conflict when he was 
convinced that the Infinite became defined in humanity 
and that humanity was ever in search of the Infinite. 
The first aspect was treated in the Jiban Debata poems, and 
there were many of them, and the second in Naibedya, 
the key-note of which was prayerful quest. One feels, 
however, that the value of the Jiban Debata series has 
been exaggerated while that of Naibedya imder-estimated 
by our critics. Naibedya. load an assurance that was de- 
rived simultaneously from its author’s acceptance of the 
best in Indian philosophy and the confidence in his abi- 
lity to amend it in the light of his own experience. It 
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wns ilus flf)ul)l(! (•(‘iMiiinly Hint f'nvt* liim tlic t«» 

(liscavd the j^hilosojihy nf nsentiriMu nu<l <-tnhr;*'-f tin* ful- 
ness of life. The fnliu'ss itu’liuh-d thf’ pot'^uitinlity r*f hi-, 
country; hence. Snihfihjn cont.'iim'fl ?iOni»> of the iioiih-.st 
iinn'jinin^rs of Iiitlins fnlure. Tn!J!or*‘’s j>}iiritu:ili}y v;;o. 
painin" in content in the .snine proportion as it was hfsiti!; 
its vapour, Snifx dictifui alone shonhl prov»* it ; 
here every word wjis married to the rh-pd. (The novels 
will be separately considered.) 


Spirituality or no spiritnaHty. Tairore -was still rc'tle 


at Shantiniketan. ft could not he due to his here.'nv'inents 


which ho knew how to transmute: nor was it due to the 


influence of Rev. IJrahmahandlnd) I'padhyaya, another 
restle.ss soul v.ho had moved to Shantiniketan anti was now 


drifting away from it into the whirlpool of terror! wm. 
Sub.iectively, it was the urpe of that inteirrity of .V«i6rd>/<2. 
’ which comprehended his country's fulfilment, Ohjctdively, 
it was the ripeninp political situation which was to he 
brought to a head by the agitation aiminst the Beniral 
partition. Tagore liad written a trein-hant reply to Lorrl 
Curzon’s notorious Convocation Address, and he felt .sore 


at the doings of this pineliheck Emperor. With one hand 
he was lashing the Government, and with the other he was 
laying the foundations of constructive nationali.sm. The 
political articles of this period would run into a big 
volume. Here are a few selccded at random: Tiaj-lniiv.inha 
(Relatives of the -King), Dhararnnhodher Drh'lanta (Exam- 
ples of Righteousness), and Swedeshi Snmaj (National 
Society) in which the programme of rural reconstruction 
was set forth. These were written in 3904, before Bengal 
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was partitioned. The well-known poem Sivaji TJtsdb was 
also composed and recited in the same year. In it there 
was no trace of ‘ Hindu ’ resurgence. Early in 1905, 
Rabindranath, to implement his political views, started 
the Bhandar, a journal on Co-Operation in which he was 
;ver to reniain a firm believer. The article Baja-Praja 
(The Government and the Subject) was an exposure of 
the economic exploitation of India by the British- Raj. 
The interpretation was sound for the time. Probably, 
Romesh Chandra Datta’s influence was there. Tagore 
went to Tippera to preside at the Literary Conference and 
spoke on the necessity of courtly patronage for the revival 
of indigenous arts and crafts. Tagore was getting in- 
terested in this aspect of national renaissance and was 
unsparing in his efforts to help the new Bengal movement 
in arts and crafts that had been initiated by B. B. Havell. 
The poet was ably aided by his two nephews, Abanindra- 
iiath and Gaganendranath, in this worthy cause. 

Lord Curzon soon announced the partition of Bengal,: 
and the Swadeshi Movement began. • On the 25th of 
August, Tagore read a paper AbastJia 0 ByaiastaJi, 
(Situation and the Solution), in which he strongly ad- 
vocated a policy of constructive non-co-operation. : Songs, 
poems, processions, ceremonies like the Rakhi-Bandhan, 
the National Fund, meetings of protests kept him busy. 
Tagore became the idol of the youth of Bengal when the 
Risley Circular prohibiting attendance of students at poli- 
tical meetings and the singing of Bande Mataram was con- 
demned by hiin as the worst shackle ever forged by the 
foreign Government. His national songs were on evel*y- 
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body’s lips; his prcsonoo whs in thn : hi/, 

house became a rendezvous of all the pntriot.’i; his lec- 
tures on Politics and Tjilenilnre were heard liv thousand *, 
and he was a political suspect. He wa.s nev*‘r ?.o popular 
as he was in 1905 and lOOG. lie had heeonie the Htsrh 
Priest of Indian Nationalism, 

In the meanwhile, his father, Jfahar.shi Dehendranath., 
had died, on January 19, 1905; Khnjn ((*ro“sinri,( had 
been published (1900) ; he had pre.sided at the fir-:! liensral 
liiterary Conference at Cnssimbazar (19001. and hnd 
taken an active part in the drawinpr up of a scheme for 
the National Council of Education (1900), an inslitulion 
that was first started to accommodate the students nisti- 
cated under the Itislcy Circular and then developed, under 
^ the auspices of Sri Aurohindo, into a nticlcus of all pro- 
,'gressive ideas in nationalism and edneation. Tagore le— 
tured thci’c on litcraliirc (1907). There he came into con- 
tact with Sri Aurohindo the fruit of which was the famous 
poem Aurohindo, Tahc the Salutation of Habindra. That 
mutual regard was never diminished for a moment. At a 
much later date, Tagore would meet the sago at Pondi- 
cherry and come hack in mute wonder at ‘the naked, the 
pure, the disembodied soul.’ 

But something very serious was happening to the 
Swadeshi Movement. It was bceoming cribbed and con- 
fined within the narrow channels of political hatred. 
Terrorism was in the air, and violence was repugnant to 
one who had never appreciated the Tnntrik cult of Shnkti 
(Power) and had been nursed on the Upanishntls and the 
Vaishnava Poetry. It was too secretive, much too physi- 
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cally explosive for him. He had a high regard for the 
reckless , spirit of sacrihce •which the anarchists would 
often betray. {Vide Path 0 Patheya — Ways and Means 
1908.) Being an individualist, however, he - felt that the 
■party in its pursuit of immediate ends demanded the 
extinction of personal values. Means he never glorified 
above the purpose. And then the Hindus and the 
Muslims were drifting apart. The government’ was blamed 
for drhdng the wedge between them. Not that the gov- 
ernment was above reproach, it could not rule without 
di'viding, but he strongly felt that it' was equally incum- 
bent upon the leaders to analyse the root-causes of the 
Muslim aptitude for being easily weaned away from the 
national movement. So far so good. But there was no 
one to point out that the Swadeshi Movement was a 
middle-class expression of certain landed interests which 
saw in the partition a threat to their legalised exploit- 
• ation. None realised that the camp-followers were in search 
of government jobs they could not hope to secure. Tagore 
too did not comprehend the historical impulses behind 
the anti-partition movement, the economic incentives of 
the outburst, and the ine'ntability of its exhaustion and 
misdirection as the expression of the basic contradiction 
in the situation. He only sensed, which others did not, 
that an agitation could only agitate so long as it had 
the necessary' material ballast of social change. What 
that social change would be and how it would be brought 
about he realised in his o'mi subjective, Utopian way of 
eo-operation, self-help, rural reconstruction, indigenous 
banking and education, voluntary health organisation, and 
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highly developed political sense; he burned for complete 
independence; his vision was more comprehensive than 
of most poilticians who strutted and raved on the plat- 
form. But his sense was expressed in sensuous language ; 
his attitude was mainly subjective ; or else it was that 
of an ambassador of India, of the East, the Spirit, the 
Universal; and his imagination was more creative than 
historical. So he remained a radical, ahead of the pro- 
cession, or a royal spectator on the balcony taking the 
salute at the march past of history. 

In other words, Tagore had to withdraw into literature 
and into Shantiniketan. It was no escape into an Axel’s 
Castle, but an attempt at the exteriorisation of his 
reactions to the failure of the movement. The literature 
that he would now produce would be of another quality, 
and the attention to Shantiniketan of a more detailed 
love. There, in Shantiniketan, Rabindranath got the 
firmness of a canvas and the stability which an institu- 
tion could give. Both the canvas and the institution 
were spiritual urgencies for him, the one for the meaning- 
less rush of movement, and the other for his dream-world. 
The writing of Gora and the daily teaching and coach- 
ing in music and acting gave him the much-needed 
assurance through craftsmanship. It is not the place to 
discuss the merits of this first great modern Indian 
hovel or to describe what he gave to Shantiniketan. But 
a few points may as well be noted here. The context 
of the novel "was social, its problems were current with- 
out being topical, but its development depended more 
upon dialogues and debates than upon action, and its 
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conclusion wns somcwlmt fnnlnstie, (iorn, the hero, Imfl 
conjured up a vision of Hindu, national India, JIc was 
realistic cnougli lo pivc it a frame of pcrfionnl kno;v]cdfjc. 
Sucliarila’.s love broadened it, and yet broufdit out the 
contradiction between (-lOrn’s [)hilo.s«>phy atul the practice 
that lii.s heart dictated. The hero, true to his author, had 
alwa.v.s connected polities with .social vitality, but his neo- 
Hinduhsm had no room for marriage with the J3mhmo 
Sucliarita. Ta{?orc ended the inii)a.sse by Anandarnoyce’s 
declaration that Gora was an Iri.sh foundlinf;. It was 
certainly a weak endinpr for such a novel, but it also 
indicated the author's general, undefined sense of aware- 
ness of the iinpo-ssible position into which Indian national- 
ism was being driven by the implicit social contradictions, 
e it noted that they were resolved by Tagore by do- 
ationalisation, and not bj' decla.ssing. Gora was the 
search for social reality, and also its succe.ss upto a point. 
The personal counterpart of this search w’as the author’s 
complete identification with the activities of the school 
at Shantiuiketan. Students of this period got the most 
out of him. His duties would begin early in the morn- 
ing and end very late in the night. He would teach 
literature, history, science, geography, music, acting, 
and what not. One has an imprc.s.sion that in these days 
Babindranath was being cruel to himself, that he w’as 
over-taxing himself, that he was exaggerating the active 
side. But with every expenditure, his energy was doubl- 
ing. Leaving aside all psychological questions of creative 
art and genius, it is difficult to imagine a more vital man 
than Tagore in this land where women are old at twenty 
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and men are born old. Such a vital man could not but 
seek to. balance his personal problems through action. (It 
is an interesting family-trait. A Tagore must create, 
build, work ; even a Tagore daughter or daughter-in- 
law must run at least a couple of institutions.) Or, was 
it the compensation for being outside the Hindu social 
system, was it the disease of restlessness in the blood, or 
was it the ‘ itch ’ of objectivity ? Did only dreams beget 
the jute mills, steamship companies, Swadeshi shops, 
clubs, music schools, and Shantiniketan ? Or, is it the 
inverted history of India that makes for introverts and 
drives them into the fury of milling. 

Between 1909 and 1913 when he got the Nobel Award, 
Tagore’s genius yielded bumper harvests. A bare list 
of his activities should suffice. The first cutting was of 
■ Sabda-iatva (Bengali Philology), Dharma and Shanti- 
niketan (Religion and Sermons), Ingraji-Patli 1 (First 
Book in English), Chayanika (Anthology of his poems), 
Ghimtir-Parha (Readings for Holiday) , Tapohan (a paper 
on the ideals of his school), and the Prayaschitta (Atone- 
ment) — ^that significant drama in which Dhananjaya, the 
Sannyasin, advocates Chittasuddhi (moral purification), 
passive resistance, non-violence, non-payment of rent and 
taxes in protest of royal tyranny — a strange forecast of 
future events, probably one of the strangest in literary 
history. The next crop (1910) yielded Baja (drama), 

: Shantiniketan (more sermons), Gom, the novel, in two 
parts, Gita-lipi (songs with notations, in three parts), and 
Oitanjali. More volumes of the Shantiniketan sermons, 
the Gita-lipi (Songs IV-VI) and Jiban-Smriii 
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(Eemimisceuces) began to appear in 1911. The poet com- 
posed the famous song Jana-gana-mana-adhinayaka, wrote 
one paper on Indian history, two on Keligion, pnblished 
two volumes of short stories and Ghinna Paira, & volume of 
letters later on translated into English and issued as 
“ Glimpses of Bengal,” and wrote two dramas, AcJiala- 
yatan (The Castle of Conservatism), which crystallised 
the orthodox opposition against him, and JDak-Ghar 
(Post Office), all in the first four months of 1912. Every 
drama was produced, every difficult part was acted by 
liim. Obviously, it meant a strain. Tagore projected a 
European tour to recoup his health. In May, 1912, he 
left for England where his poems, translated by him on 
the voyage, later on pnblished as Gitanjali, created a 
sensation. He sailed in October for the U.S.A. where he 
lectm’ed on the Ideals of Ancient Indian Civilisation at 
Chicago, and on Race-Coufiict at the Congress of Races. 
After delivering the Harvard Lectures, later on published 
as SadJiana, he came back to England by April. He fell 
ill again and returned to India on September 4, 1913. 
The Nobel Award was announced in India in November 
1913. He was congratulated by aU classes and sorts of 
people and the D. Litt. was conferred by the Calcutta 
University on one who had not gone even to the final form of 
a school. - The Sahitya Parlshad had forestalled every insti- 
tution by celebrating his 50th birthday at the Town Hall. 
But then it was the Parishad, the true intellectual nucleus 
of Bengal in those days. The author remembers Tagore’s 
reply to the deputation that waited on him at Shantini- 
ketan on November 23, 1913 to felicitate him on bis receipt 
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of the Nobel Prize. The Poet was hard on his admirei-s. 
and all were sorry. But every word that he uttered was 
true and just. Most of the people who were jubilant 
were nationalists and snobs. They gave him praise, which 
was derived from others, when he wanted appraisal, which 
he des'Srved even on the score of what he had done in tlie 
previous four or five years. This is a hectic summary of 
the most fruitful period in Tagore’s life. 

Why was the reply nasty to the deputation ? The date 
was the anniversary-date of his wife’s death — a fact 
which none had cared to know. Still, the feeling of rest- 
lessness, a lack of the usual poise was there, not only in 
the reply but elsewhere too. It was not difficult to notice 
a "few rifts in his attitudes. Why that glorification of 
India’s past before others and the Achalyaiav for Indian 
consumption. Why this travel ? One current ex- 
planation was that the Poet wa.s hankering 
after a world-recognition in despair of his countrymen’s 
default and in reaction to the criticism of the orthodox. 
The Poet was, no doubt, very sensitive, but it does not 
fit in with the spirit behind his Sermons, which was see- 
mingly one of equilibrium. Probably, his world being 
an insufficient objective correlate, he sought for another 
world, that of Europe and America ; it may also be that 
the mysticism of Fast Office was struggling with that of 
the XJpanishadic sermons in the Shantiniketan series. The 
author of this book has a feeling that Rabindranath was 
not yet integrated, no, not yet in Gitmjali, and that that 
very incipient disequilibrium was the exciting cause of 
the bourgeoning of his genius and of his movements. 
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Tagore’s personal crisis was net resolved by ffitnnjnU anti 
Post Office 5 it was just overlaid. 

The Sal)vj Paira (the Green Knliasre) period b<‘f»nn in 
1914. Sri Pramalha Chowdlmry, one of the brillinnl 
Chowdhurj’ brothers, had started the paper. He had a 
mind, a culture and a style of his own. 'ingore heeame 
the mainstay of the magazine and contributed profu.sely. 
Poems, cssay.s, drnmn.s, it never rained but ijourcd. 
Rabindranath’s prosc-stylc jmssed over to what is known 
as the Birbali style (after Pramatha Chowdhury’s pen- 
name). The Balaica poems, Chaturanpa-sevha of long 
stories, the novel Oharc-liairc (Home and the. Worlds, 
and the symbolic drama Phalgiivi ('Phe Cycle of Spring) 
■were all written for the Sahuj Paira. There arc many 
^students of Tagore who consider that this group of volumes 
register the Indian .summer of Tagore’s genius. There arc 
both expansion and maturity in the sentiments, a greater 
complexity and abundance of energy in the prosody, more 
directness in prose, more condensed similes and metaphors 
in the statements, and on the wliole, a greater confidence in 
his own power. All the works, i)nrticulnrly the lialaka 
poems and the Chaiuranga series of stories, betrayed a sense 
of construction, an architectonic that was not prominent 
before. If we study the songs of this period we notice 
the same feeling for construction. It was of coui-sc the 
feeling that Tagore would have, and the construction which 
it would find fit. Still, the AYorld-view’ had enriched the 
feeling with the resulting changes in the structure which 
was now like a beautiful private temple that had been re- 
constructed to accommodate pilgrims and devotees fi'om 
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distant lands. But, probably, the architecture is in his 
■whole life’s -works, and not merely in this group of volumes 
or that. 

In 1915, Tagore welcomed Gandhi ji in Shantiniketan, 
and staged, at his ancestral house, The Phalguni in aid 
of the Bankura Famine Relief Fund. The first contact 
between the two great men generated a deep, mutual 
regard, but probably, also revealed a. difference in out- 
look and approach. They were to meet later on, and -with 
every meeting the esteem increasd. Tagore lies seriously 
ill in 1941 ; Mahatmaji sends Mr. Desai to Calcutta to 
enquire ; the personal letter is delivered ; and tears roll 
silently down the cheeks of one who was never kno-wn 
to have wept. Mahatmaji undertakes a fast unto death ; 
Tagore gives him orange-juice when he breaks it. 
Mahatmaji goes to Shantiniketan in 1940 ; Tagore stands 
up to receive him ; Gandhiji would not let his Gurudeva 
do so ; they embrace. And yet Tagore had not spared 
Gandhiji when he exaggerated the importance of the 
charakha, when he explained the Bihar earthquake 
in -terms of the original sin of untouchability. These two 
men knew each other. No wonder that the Shantiniketan 
is considered by Gandhiji to be one of the first charges 
upon the nation’s assests ; no wonder that Tagore was 
impatient of any criticism of Mahatmaji whom he called 
the ' greatest man of the world. Indian culture, i-ts 
genius, its process, has always worked that way. 

The ‘ national period ’ may be said to have closed with 
the fourth foreign tour to Japan and the TJ.S.A. in 1916. 
It does not mean that Tagore now ceased to be Indian. 
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Tmiin wn.s a .'a «>f U;*' v.^rhi. 
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many stronm': to invtn a mi(-''aty t-'irr'-ar. <,i h'-.'.-f''. 
vour in whi<’h th«* apintM?.! vnln.'.. y*.".--! 'i ?. x* 

river luul been cln>!:*;«l; it.i h^'t I:.*-.*! t.> h - r-'- t. uv 

order tlint the ontlyintf mitd;!; h' irr!'/;-.*..-.!. Th*; -. I:*. > 
in{' onec tnorc, India lual u tv.- ■ for v-'or?!. T j * 
raeKsaf»c xvas of poao.* and nrid^-r •.tnndtny. of thi> 
unity of the Spirit, ami th- divnlty and av.^rti-.n of 
Personnlity. Naturally, Km.-h an int»-rpr»d.>ti...n va; India?.. 
«ns the Indian ♦.vould lov<? it to h-. It h.atl th** t.;?t d; of th* 
^.yedie snj?c of the fore it and of the ideali-.t pld!',- ./ph *r.> 
=of the Went; it pleased the hifrU'-r p^trioti.:rri, ami it v/’.'-. » 
easily rcoopnisahle by the * Knj^li ih*edtir-a».A,i ' v.-h-? m-v.-r 
diserinunatorl between the m o*He;.*.-tlurt ,n: »• 

Victorian EiH:lamr.s rnll-fi*'di.o'd indii-.tri-di-::', aard th- 
rulinc: Indian brand of idealiMn whi*di vo*. . m. b'-tt*-r thc.n 
the reflection of the mode.-; of livinir of an tine oMpU - d..* 1, an 
inchoate, and yet a stnlde, h'md*-.tere..typ'.i = ydal (.rder. 
At the same time, it ofTended the pdty ru-.tionrd;-.; h.ere 
and abroad. The irmiy v.ve; that uhih- th** Itsdian to.vern- 
ment still oousidored him to be a .-.••ditiiinist, hi^ ov.'n 
people called him name>. Tins.* name^ v/r-r** sumnn'd up 
in the word, ‘ Internationidist.’ It «;:irricd a number of 
inniicndoc.s, from hi.s bein*: ati airent of llritids Imperial' 
ism to his behifr a pale imitation of the trreat se-'ts of Tndiu 
The fact of the matter was this : Ta'.rore was critical 
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of the senthnent of iiatioiialism, but lie did not fully 
realise (1) that nationalism, in Europe, was that parti- 
cular phase of socio-economic development in which the 
vested interests had come home to roost, (2) that national- 
ism, in India, was an uprise of those indigenous interests 
which had been baulked of their divine right to exploit and 
still had a difficult part to play vis a vis the feudal-rural 
economy of India and the Imperialism of Great Britain, 
at one and the same time, and (3) that these aspects of 
nationalism were inter-connected even as contradictions. 
Economic self-suffieienc5^ was more than a feeling, much 
more than a throwback to tribalism. Rabindranath thought 
that nationalism was moved by the cult of power and led to 
mechanical standardisation. No doubt it did all that, at the 
same time, it was something more. Rabindranath did not 
clearly see that Indian nationalism, connected as it was 
with the rising industrialism, could at least be a step ahead 
of India’s feudal langour. In this context, his tirade against 
nationalism could not but be misunderstood at home and 
outside. Rabindranath’s foresight about the future of a 
power-civilization was prophetical ; it was • more intuitive 
than analytical, more philosophical than scientific and 
historical. The prophecy was Hebraic, as was his denun- 
• ciation. But then prophecy and anger are the solvents 
of the contradictions of a pastoral age. They do not re- 
solve the problems of the modern. Tagore missed the 
source of the present power-cult. It. was not machine, but 
the ownership of machines. Tagore’s economics were mainly 
confined to consumption ; they did not, could not, extend to 
production and its relations- ; therefore, they excluded the 
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history of prodiiclioii aiul dislrihution. And here again 
was his Iiidinnncss. But the IndinnH wanted him to be 
an Indian in anollicr way, and so did the West; only th** 
two ways did not meet, flow could they 1 
The internationalism of Tagore wliieh Imd started before 
the War was in full swing in its midst. It was an net 
of high faith. In Japan, he openly criticised the Japanese 
policy of aggression in China and fell at once into 
official disfavour. Ilis deep appreciation of the Japanese 
love of beauty and nature, so beautifully described in his 
letters from Japan, was not held to be sufficient. After 
deciding not to go to Vancouver in Canada in protest again.st 
the colour-bar, he went to the U.S.A., and at Seattle spoke 
vehemently against the cult of Nationalism, \nthout 
sparing the British rule in India. The result was interest- 
ing: American press-criticLsm, on the one hand, and the 
!* 'dusthan Revolutionary (Ghadr) Party’s denunciation 
of the ‘ the agent of British Imperialism,’ on the other. 
The poet had been knighted in 191.5, and the knighthood 
was ‘ false colours ’ to the revolutionaries. A rumour of 
a plot to kill him was spread, but the poet repeated his 
lecture on nationalism at varioiLS places without police 
protection. The situation was made Gilbertian when a 
high official whispered that Shantiniketan was not the 
school for the daughters and sons of Government servants 
since its founder had been connected with the Revolutionary 
party in the U.S.A, . Though the burden of Tagore's 
lectures was the menace of the nation-State and the policy 
of Imperialist exclusion and aggrandisement, he spoke in 
this tour some of the deepest things he ever uttered on Art, 
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Education and the World of Personality,’ (later on pub- 
lished in the volume Personality). All the important 
American -Universities and the select clubs vied with' one 
another in honouring him. ' Tagore came back in January 
1917, and found the Vichitra Club and the Sabuj Patra 
group flourishing. These two had collected the best of 
Indian intellectuals. Tagore became interested in the idea 
of publishing Bengali books on the Home University Series 
Model. Nothing came out of it. 

But politics would not leave him. Mrs. Besant had 
been interned, and the repression under the notorious De- 
fence of India Act was ruthless. Eabindranath gave the 
spearhead to the protest in his famous Kdrtar IccJiliaya. 
Karma (As the Master Wills), a paper that could hold 
its own against the best that was ever wrung out of the 
heart of man smarting under political injustice. In the 
meanwhile, a controversy was raging about Mrs. Besant ’s 
presidential election for the Congress. To end it in favour 
of Mrs. Besant, who represented to him the suffering dig- 
nity of India, he accepted the chairmanship of the Con- 
gress Reception Committee, and resigned as soon as the 
controversy was over. The author remembers the recep- 
tion he got at the opening of the Congress session when 
he led the chorus of his famous ‘India’s Prayer.* The 
house simply went mad. It is interesting to record that 
in the heat of this agitation ' Tagore found time to read 
, a paper on music, Sangeeter Mukti, which may be called 
the Magna Gharfa of Indian music, and appeared at least 
six times in The Post Office as the Thakurda in his 
drawing room * YicUtra * before an audience that includ- 
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0x1 Gnntlhiji, Tilalc, >Mrs. JJo'innt, .Mfilnviyjiji, anti many 
more. Another jxtlitieal (Hihotif () Unm, (iJi;* ftri»I 

Snuill) had uIko been read out le-rore Inrire frntherhnr^ iti 
the ineainvliile. Mr. Montniru <'4uni’ In the poet nl hi>« 
house. (No Tni^ore <?V(*r falls first at th** (iovernmenf 
lIou.se). .Sir Mieluiol Sadler visited Shanlinilr<-tun, and 
oducationnl views wt‘re e.vchanjred. A hrillianl s.^tir•^ 


failed Toia Knhini ('J’he Parrot’s Traininr:) was v/rllteo 


at. this time. The atJtnnni of 1018 was spent in a tout- 


in the South where ho leetured on various aspeets of 


Indian oulturc. 


Tlie Kowlatt, Act had been jia.vsetl, and Gandhiji was 
starting the Satyagrahn movement i»t ]>rote.st, Hahindra 
natli w’as apprehensive of the forces that would be ini- 
, leashed. But the Jaliauwalla Bn^ ma.ssaero took place on 
April 13, and the news reached Bengal a month later. 
Tagore made a fruitless attempt to go to the Punjab. 
He wanted a meeting over which he otYered to presid**. 
and failed. Then came the historic letter to liord Chelms- 


ford in wliieh he ‘ gave voice to the protest of millions 
of my countrymen surprised into a dnmh anguish of 
terror’ b.Y renouncing Ids knighthood. It was a magni- 
ficent gesture. For him, the garter meant nothing; for 
British Imperialism, it meant ati awkward ])Osition created 
by an enfant terrible ; for world oi)inion. it was only a 
flutter in the dovecot of .some pro-Indian ccontries: but 
for India, it signified that Rabindranath was of India, her 
voice, . her conscience, the flag of her dignity, the very 
reason of her freedom. The day after the letter wa.s sent 
he called a few men at Jorasanko (his ancestral residence 
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in Calentta) and read out Ms latest exporhnonts in wrsc- 
tedmique, the harbinger of prose-poems, rhe g 
was select and the food that followed cxeellent. None 
of us scented anything. Self-control is a pneele.ss Indian 
possession ; and Tagore was an Indian tlirongli and 
thvoiigli. ‘ Whicli country has produced genuine nrislo- 
eraey ?’ the author once ashed him. The answer uaf- 
‘ China and India.’ No wonder that Tagore loved Chinn, 
and China loved India, through Tagore and JaWeaharlal, 


two 6f India’s own aristocrats. 

The early part of 1920 was spent in Western India, 
the poet visiting Gandhiji at the Sahnrmati Ashram. 
Rahindranath left India on his fifth European tour in 
May 1920. He met ‘ studied coolness ’ in England and 
was . pained at the British speeches in callous condona- 
tion of General Dyer who had ‘ shot to kill ’ the unarmed 
crowd in the closed park of Amritsar. His visit of England 
was' not a success, and he crossed over to Prance and 
Holland where he was warmly received. A cable came 
_ from the U.S.A. to the effect that in view of the un- 
favourable popular feeling against him no lecture tour 
could be arranged. But the poet was not to be daunted 
his resolution that they ‘ must listen to the appeal of the 
East ’ took him to New York. The East and the West, 
The Mystic Poets of Bengal, The Poet’s Beligion 
were the three important talks he gave in different places.' 
Two main objectives he had in view viz., to raise funds 
for the International University which he was proposing 
to establish at Shantiniketan, arid to convey the messagi 
of the East to a war-torn world. -While his attempts were 
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being foiled outside by sinister motives, Mahatmaji and 
Maulana Sliankat Ali came to Sliantiniketan and, with 
the best , of intentions, persuaded the students to take to 
their programme. From the U.S.A. Tagore came back to 
Europe, again spoke on the JCasi and ilic West in England, 
came to Prance, met Romaiii Rolland, talked on The Public 
Spirit of India, and was presented with a large number of 
books for liis proposed university. Prom France lie went to. 
Germany; Denmark, Sweden, Austria, and Czechoslovakia, 
and met everybody worth knowing. It was a triumphal 
procession, and his reception by the youth of the continent 
was * frenzied.’ He reached India in July 1921 when the 
non-co-operation movement was at its height. The paper 
that he read on Sihshar Milan (The Contact of Cultures) 
contained the first reasoned criticism of Mahatma ji’s ideals, 
‘nd provoked a reply from Sarat Chandra Chatterji. 
Mahatmaji replied to the second essay of Tagore, Satyer 
Aliban, (The Call of Truth) in a remarkable article in 
the Young India, where the Poet was described as the 
Great Sentinel on the Watch Tower. The protagonists of 
the two view-points met subsequently, and nobody except 
Mr; Andrews knew what happened. All that the world 
knew was the formal inauguration of The Vishwahharafi 
by Dr. Brajendra N. Seal, in December 1921, with M. 
Sylvain Levi as* the first visiting professor and the Sree- 
niketan as an adjunct to it for work in rural reconstruc- 
tion. Tagore, handed oyer his Shantiniketan properties, 
the Nobel Prize- money and the copyright of his Bengali 
books, to The Vishwabharati by a trust-deed. . 

• Tagore had attained- a world-status- by now. His 
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nationalism had no doubt been tested on many occasions, 
but the popular memory was short. Gandhiji, however, 
recognised the wider functions of the Poet. Once Tilalc 
had offered him a purse of Rs. 50 , 000 /- to do culture- 
propaganda in the world for India, but he had refused. 
Now Tagore had become the messenger of the East and 
was wanting money. His internationalism was a bad 
business proposition, Tagore was always a bad investor. 
He did not know the market. He was an outsider. He 
thought that the world was weary of the war and dying 
for spiritual peace. He felt that the world had at last 
realised that the war was the logical consequence of the 
cult of Power, of the worship of the machine, of the *• 
apotheosis of the nation-state, of greed and lust, of the 
disbalance between intellect and morality. The world, 
however, did not realise it, because it was not allowed to 
do so by the dark forces which remained behind the 
scenes. Those very forces were fostering the conservation 
of conditions that had led to the war; in fact, they were 
indirectly preparing for another war, and they saw to 
it that the message of the East should not be heard. And 
it was not heard. The ‘ studied coolness ’ was not a falling 
off of manners, a mere solecism in taste ; it was germane 
to the hostile crticism that followed him in Germany, in 
Holland, Belgium, Denmark, Sweden, Austria, the U.S.A. 
and in Great Britain. He was not aware of it, but today, 

^ thanks to a brilliant piece of research by Dr.” Aronson, 
(Balindranath Through Western Eyes), We know its 
nature. It was Imperialismj British, French and Ameri- 
can ; in Germany, it was militarism groomed by the cartels 
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and K^'ndicatcs. The cnt!)Uf 1 ^a‘^rM fc»r hi^ kh ‘a*.'*; utnhui' 
llic young was of course genuine, Init the 
were stronger. Then East wah up Against nol a geographi- 
cal area or a cultund tradition called the Wer.l; it was 
against the latest and the strongest and the most '-inifiter 
phase of Capitalism that would aholinh the harrif*rs and 
extiuguish the traditions only to solve its own eontrarlie- 
lious. Tagore's internationalism did not look into the 
economic realities behind the cultural myilnr, and his 
Visiiwahharati did not get the money it xvanted froifj 
monopoly-capital and the armament manufaetnrer*{. 

The Vishwnhliarati now possessed him. Many admirers, 
.Indian and non-Indian, al.so helped. Mr. Hlinhir.st came 
with Rs. 50,000/- a year from Mrs, Straight (later on JIrs. 
pl.mhir.st) for tlic Sreeniketan. Rnt it v.’as not enonglj 
the Poet’s ideas. He wrote drama.s, Hharadoifdb 
utumn Fe.stival), MnJda-tIhara (Waterfall), liakiO' 
iarabi (Red Oleanders), and gave show.s in winch he and 
Jiis staff appeared. The last two dramas were .symbolical 
of his ruling idea, the imprisonment of pm*sonality by 
machine and its standardi.sation. In each case, personality 
triumphed. The Jiisarjan (Sacrifice — a new version) was 
.staged with the .same end in view. A tour in the South 
and Ceylon was undertaken, followed by another to the 
We.stem India States. (In between tlie SUsu-Bholanoih 
(child poems) was finished.) The response was not great, 
because the appeal had the .sanction neither of religion 
jior of the Political Residents. But Tagore only looked 
like a prophet, not a priest, and idealists among 
the Princes were rare. It was really iinfair to 
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ask them to stint themselves over their motor cars, ban 
quests, shooting and dancing parties or their Jagnas fo 
a vague thing like a University, and an international centr 
of sweetness and light, to boot. But some Princes did help 
Obviously, another foreign tour was called for, a tour tha 
would fetch funds from and spread the message to the will 
ing part of tbe world. But messages and contacts were mor 
important for the Poet, and the invitation to China wa 
accepted. Here too, the tide of nationalism had to b 
stemmed, and ‘ materialism ’ in the shape of Westernisa 
tion reckoned with. Once that was partly done, the wa; 
for Indo-Chinese understanding was cleared. Togore lef 
in China a school of poetry, a genuine desire to reviv 
the ancient traditions of contact between the two coun 
tries, and a host of sympathisers. He came back to India 
via Japan in July 1921. In Japan there was another 
bout of plain speaking. One more play, Aru'p-ratan; 
one more stinging letter to Lord Lytton for his insulting 
reference to Indian women, and Tagore was sailing 
for South America to attend the centenary celebrations 
of Peru’s Independence. Tagore met a very remarkable 
woman there in the Countess Victoria 0 Campo to whom 
he dedicated his Pitralfi {Evening Melody) in which some 
of his exquisite Ij^ies occur. It has been written by one 
of Tagore’s intimates that Tagore carried back with him 
to India a beautiful chair that had been presented by the 
X lady to him. But, certainly, she was no Maud Gonne. On 
the way back, the Poet visited Genoa, Venice, and Milan 
where he discoursed on music. 

Back in India, he was not particularly creative. Beyond 

I 
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his criticism of the charkha programme {Swaraj Sadhan, 
in the Sabuj Patra), a few lectures at Calcutta, in East 
Bengal and the U.P. towns, and the Kaiir-Pujdh (Worship 
of the Dancing Girl), there is nothing in his 64th and 
65th years which could not have been accomplished by 
him before in a fortnight. The Kalahhahan was started, 
and an Italian rt.siting Professor came at the end of 1925 
to Shantiniketan with a fine library and ^Iu.ssolini’s 
felicitations. The eighth foreign tour was mainly at the 
instance of the Italian Professor. Tagore was still rest- 
less over the shape of tilings. 

In Italy, he was a .state-guest, and honours were 
poured on him, IMnssolini received him by saying that 
he had- read every work of Tagore translated into Italian, 
d Tagore in his turn called him a great man and his 
‘ Vement historic. Probably nobody excepting ilussolini 
I self had been thus honoured in Italy within li-^fng 
memory. Eome, Naples, Florence, Turin, everywhere he 
was feted in the new scientific manner which is certainly 
the chief claim of the Fascist to fame. From the children 
in the Coliseum to the professors in college halls, the recep- 
tions were thorough and regimented, and the poet was 
pleased at the spontaneitj' of the welcome. But when he 
crossed over to Switzerland he met Remain RoUand, 
Duhamel, Frazer, Forel and Salvadori and was apprised of 
the real nature of Fascism. Garbled reports of his press 
interviews in Italy in which he was shown to be an admirer 
of Fascism were put up before him, and the Poet became 
angry. The letter of repudiation to The Manchester 
Guardian followed. He came to know more about 
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Fascist methods T.-hen he heard a fn-st-hnnd acoo.mt of the 
Motteoti murder from the proseetiting coimsel, S. Modi- 
gliani, who was introduced to him at Vienna.^ Tagore die 
‘ for some time ’ at least ‘ feel elated ^^th \^hat 1 
considered to he an appreciation of personaiity in the 
theory and practice of Fascism. But ho realised Ins 
error within a week. Not to talk of Ezra Pound, more poli- 
tically minded men than Tagore now adorning the various 
cabinets of Europe and fighting JIussolini continued their 
appreciation of Fascism quite late in history. i^Ir. inston 
Churchill, for example. After paying a short vi.sit to 
England, Tagore with his party made for Norway. From 
Norway to Germany, then to Czecho-Slovakia, Austria, 
Bulgaria, Roumania, Greece and Turkey, he sped like 
Caesar conquering wherever he went and whatever he 
saw. It was, ^^Swever, only the conquest of a bearer of 
the message of harmony and enlightenment. King.s and 
prophets, young and old, men and women, clubs and 


assemblies, all honoured him as the messenger of peace. 
Europe as such was weary, and it was throwing up dicta- 
tors in despair. The weariness was no doubt of the ethos, 
and dictatorship was the refuge of frustration. But be- 
neath the frustration were working other powers that ex- 
ploited it. Tagore again failed to see that process. The 
greater .the frustration the more frenzied became the 
hysteric ovation,-' a degrading thirst after outrageous 
stimulation.’ This tour also was not a triumph, but a 
repetition of the deception practised on all ideal values and 
those who held them, the youth of Europe and Tagore of 
the East, by a decadent Capitalism at bay that included 
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lip-serviee to ideas of harmony as a part of its superior 
technique. The lectures that he delivered in this tour 
were of the highest quality, but they were unrelated to 
the exigencies of the European situation. But why blame 
the idealist ? Hardy in the preface to his ‘ Late Lyrics and 
Earlier,' 1922, had stammered similar indictments of the 
tendencies of the age, and he was dismissed as a pessimist. 
For the * realists,’ idealism and pessimism were only 
tweedledum and tweedledee, the difference to be brushed 
aside with one business deal. 

Tagore returned to India in December, 1927 from his 
eighth foreign tour. ' Th& Natir-Pusah and the Nata-raj, 
two dance-dramas, were staged, and a novel, Thi Pnrtish 
(Three Generations) was written. The texts of the last 
two' were meant for the Yicliitra, a new magazine. A 
ifisit to Northern India intervened betwe^his eighth and 
ineth foreign tour. This time he went to Greater India, 
Malaya, Java, Bali and Siam. He was highly impressed 
by the synthesis of cultures achieved in that part of Asia, 
and particularly by the dance-forms. Tagore had already 
loved and admired the Manipur style, and now he knew of 
another development of the Indian dance. Tagore’s ex- 
position of the Balinese dance in his letters belongs to 
the finest literature on dancing. The Shantiniketan style 
was in the offing. On the way back he visited Ceylon and 
Pondicherry where he met Sri Aurobindo. In Bangalore 
he finished the novel ** SJiesher Kahita ” (The Last Poem) 
in style which is the high-water mark of the Bengali 
prose as it had evolved in his hands after his adoption 
of the Birbali variety. The sophisticated attitudes of the 


5G 


TAGORE 


■toters were amply borne by the r»«« 
gnage. In conception, this book was lo.« sran- than ti.. 
Three Generations in which had been sl.own the eonfi..,- 
■between the attitudes of the old zamiiul.-in nn?^tnt>rnoy and 
the new rkh, but without the role of tlic third jron.'r.itjnM. 
If^the third generation was that, of the Last I’o-mii. 
Tagore’s hold over the social reality may he said to have 
weakened. But the dialogues and the style mad*' anvndv 
One felt that the cluiractci's were .speaking in Tng.w.‘'>a 
own tongue. If certain patches were phosphoresce r»t. they 
could be exused in the name of the .sustained ineandc<i>cnc ' 
•of the whole. In the same year, 1928, was written and 
published the Mahua, a book containing poems that prove.! 
that the author knew the secret of eternal youth. 

The tenth foreign tour was meant for Canada. After 
■delivering a lecture on The Philosophy of Lciturf M the 
.Vancouver conference of National Education, he went over 
to the States to address a number of universities, was re* 
pelled by passport formalities at Los Angeles, and earn * 
back via Japan and Indo-China. Soon after, the Poet was 
busy recasting his Paja 0 Rani which ho uumc*! T<tpn(i. 
He took the part of Bikram. The poet was G8. 

About this time the poet took to painting. It came out 
of the inter-linear eoiuiections of liis Jtss. The poet liad a 
beautiful hand-writing and the dust sketches were oalli- 
graphic. The author remembers how the poet would •jit 
■^..utc^y lor hours with his tubes and bottles ot colours 

autag and rubbing, till weird shapes emerged. In 

^ ^ TO'>«(ntrate 

with the traditional skill o! the Indian Yogi, creating, as 
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it were, from out of the depths of tlie unconscious. Or 
was it the Supramind ? How could intensity wear that 
smile ? naively asked the European, and the smile for 
him became only a ‘persona, a mask. But it was something., 
totally diiferent for the Indian, a Yogic signature. As 
yet, however, Rabindranath was secretive about his ‘ new 
child.’ 

Tagore gained confidence, however, when eminent 
French and German critics thought highly of the paint- 
ings which were exhibited in the various continental 
galleries. He had taken them with him to Europe. 
In England, he spoke at Birmingham on Civilisaiio'n 
and Progress, delivered the Hibbert Lectures {Religion 
of Man), visited Mr. Elmhirst’s educational colony 
at Dartington Hall, and gave an interview to The 
• Manchester Guardian protesting against the repressive 
policy of the Government of India, and particularly, 
•against Mahatma ji’s arrest^and the martial law at Sholapur. 
He went over Germany in July, and met Einstein for 
whom he had a high regard. His paintings were well- 
received by the non-academicians. The modernists claim- 
ed him as their own. Munich gave him a civic reception, 
but he did not hear of Hitler. From German}' he went to 
Russia through Denmark. 

The visit to Russia was an important landmark in his 
life. Though there were the usual official and non-official 
receptions, Tagore did see what was happening. He met 
tlie children, the peasants in the newly started collectives, 
the labourers in factories and trade unions, and the 
students. They asked him questions and posed many more. 
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He was excited about tbeir educational syslcni. their farm- 
ing methods, and tlie opportunitiw they were nthcrwisc 
receiving for the development of their individual creative 
abilities. At first, the So^^et method was an ‘ experiment/ 
1iith certain defects of youthful enthusiasm wliieh he 
hoped would be self-correeted, then a ‘ miracle ’ of human 
achievement, and later, a ‘ concretisation of his dreams.’ 
■That it was an entirely new civilisation, without the 
interrogation mark, he only partly realised. Hut an intere.st- 
ing change took place immediately in hi.s coneeption of pro- 
perty. Being a zamindar, he had held that it wa.s a trust, 
the position that Mahatmaji was taking about wealth so 
late as 1940 ; he had felt that unequal distribution was in 
Ihe order of things, like ‘ shadow under the lamp ’ : but 
now he realised the social significance of property and 
ivould not accept property-relations as sacrosanct. Ilis 
letters from Russia (the Engli.sh version of which was 
duly confiscated from The Modern Review office by the 
Bengal Government) were a surprise to many, hocniiKC 
they came from an open mind, a mind that was ever re- 
newing itself, to minds completely closed. Up till the last 
day of his life Tagore’s admiration for Russia never waned. 
In fact, it was growing in direct proportion to his hatred 
of Imperialism and his despair at the way events were 
moving in India and world. More cannot he said about it 
in this survey. The poet went from Russia to the U.S.A. 
dn New York and Boston his paintings were exhibited. He 
returned to England in December and was back in India 
m January 1931. 

The poet had now reached his seventieth year. He 
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was not old. Only once he had been seriously ill. His 
body, perfectly trained by wrestling from his boyhood 
days, retained all its vigour by subsequent discipUno. 
Early hours, (he would not miss the sunrise for anything^ 
the Gayatri being his symbol), regular meals, which wer^ 
more poetic exercises than gastronomic stimuli, and above 
all, his hereditary strength enabled him to work as only a 
few Indians of his age could. But Indians felt that they 
had a responsibility towards his age, and his seventieth 
birthday was celebrated all over India. The Jayanti cele- 
brations in Calcutta were unparalleled in the artistry of 
execution and the enthusiasm they evoked. The Golden 
Book of Tagore was formally presented to him at the Town 
Hall. Before that, he had presided at a monster meeting 
held to protest against the shooting of two internees at 
the Hijli camp. The detenues were very dear to his heart. 
Other Jayanti celebrations were stopped at his own request 
when Gandhiji was arrested soon after his return from 
the Round Table Conference. The poet’s statement on 
that occasion was not allowed to be published. The students 
•of Bengal, however, did not desist from having their own 
show, and presented him with a beautiful address. 

The land of Hafiz and Saadi called him now. Tagore 
left by air and was overwhelmed by the reception of a re- 
generated Iran. His birthday was celebrated on a magni- 
ficent scale by the Government and the people, the press 
acclaiming him as ‘ the greatest star shining in the Basj^ 
ern sky ’. After ^dsitihg Baghdad and meeting King 
Peisal he came back in time for the special reception held 
in his honour by the Caleutta University. The letters 
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from Iran had been published serially. In poetry, the 
Parishesh (The End) -was immediately followed by the 
PmascJia (The Post-Script). The first underlined the 
sense of deatli that had been- creeping over him but which 
"lie had been resisting all the while ; and the second, a 
book of prose-poems, a highly releasing agency for recent 
Bengali literature, marked a new spurt of life and creative 
activity. Gandhiji, in the meanwhile, had resolved on a • 
fast unto death, and Tagore rushed to Poona to be by 
his side. Tagore offered the first drops of orange-juice 
when Mahatmaji broke his fast. 

In 1933, the two dance-dramas, Cliandalika (The Un- 
touchable Girl) and Tasher Desk (The Land of Cards), 
Bmisari (a social drama), and the short novel, 
Malanclia, were written and published. Bombay was visit- 
ed with the Shantiniketan party, and lectures were deli- 
vered at the Andhra and the Osmania Universities. The 
Bam Mohan Centenary celebrations were presided over 
by him at the Senate House, Calcutta. Ram Mohan, in 
Tagore’s opinion, was the greatest Indian of the previoim 
century. An interesting exchange had taken place bet- 
ween him and Gandhiji over the latter’s description of 
the Raja as a pigmy. Mahatmaji ’s argument 'seemed to 
be that he would have been greater if he had not known 
English. But Gandhiji was no scholar of the Raja’s 
works whereas Tagore was his great admirer by the right 
^f succession and understanding. 

Pandit Jawaharlal with his wife visited Shantiniketan 
on January. 19, 1934, and the poet held a public reception 
in their honour. • Panditji and Kamala De^n have had their 
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ample .'bare of afT^ciion froJii tb'"' 'jre.it aii'l th^* f'mali. b'r. 
it is debatable 'vbelber they "ot more than v-hnl they did 
from Tagore, '•rahatmaji alway.', erccept^-d. Pr^/wbly. 
Panditji is more attnned to the sj)irjt r-f Tai'*.<r*: thrsn t*'> 
Gandhi ji’s. Both arc eitizens »>: th.e tvorhl. both indu-'m* 
India in the march of the v;orId, and both are ari?.t>'>erat' 
by birth and democrats by conviction. The ditT‘’renee ts 
that Tagore's intemationalism intrinsically an aiTai 
of .spiritual tiroes, and dav.'ahar!ar.s is mainly <.ne o 
historical necessity. Beyond that, the t*.vo meet asrain. c.^., 
Jav/aharlal finds Tagore's v.'i^he- vanue. and the pen^^antry 
of Oudli, the Indian youth and Lord LinIith"orr. ar*- 
equally confounded by Jawahariars treatiueut of India's 
problems in terms of Spain and China and loyalty to 
Bapuji. Such ‘ vague ’ thinkers are pro’Dably the salt of^ 
the earth. If Lord "Wiinbonme could hope to novern 
Ireland ‘ if only Mr. Yeat*; asdsted.’ any demoeratie Presi- 
dent of the Indian Federal Republic could run this biirger 
geographical unit of India ’vith the assistance of these 
ttvo * vague ’ men v/ho had pro%'cd their administrative 


vrorth elserrhere. one in the sphere of local self-govern- 
ment and the other in that of rural recomstruction. The 
Indian tragedy is not in the vagueness of ideals, but in 
the sinister perpetuation of idealism as a permanent sop to 
the urgency of material demands. 

The nest vi-sit v/as to Ceylon again, and Tagore talked 
of the Yhliwahlifiraii. He must ha%*e talked about it 
•Jawaharlal. Gandiiiji- Malaviyaji, Snbhas Eabu, to every- 
body by now. The stability' of that iiLstitution after his 
demi.se was troubling him. and each tour was conducted 
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for the purpose of collecting funds for it. Madras, the 
Punjab, the U. P., were ransacked, and some money, dis- 
proportionate to the enthusiasm, trickled in. The poet 
moved to and fro like a vexed kestrel. Receptions and 
■eplies everywhere, celebrations on every birthday, songs 
ind dance-dramas on every occasion, addresses to students, 
neetings with leaders, lectures, and writing too — ^the Char 
Ldhaya (Pour Chapters), Biihika (Poems), a hectic life 
ndeed for a man of seventy-four Chitrangada was re- 
jast in the present ballet-form to get money, Saradotsah, 
Rajah, Sapmoclian were staged for the same purpose, 
and Tagore made his final North Indian tour. ^-But 
the artist’s primal desire to communicate his creations 
overlaid that ‘ hateful ’ objective. At Delhi, an 

anonymous donor gave the poet a cheque of 

Rs. 60,000/-, presumably at the instance of Gandhi ji, 
when he could have drawn a larger amount if only he 
were less of an artist. On coming back, he was prevailed 
upon to preside at a huge protest meeting against the 
Communal Award. His argument was peculiar — it was 
riot anti-Muslim at all. A special service was conducted 
by him at Shantiniketan on the occasion ‘of Gandhi ji’s 
birthday. He also read the address of welcome to Sarat 
Chandra Chatterji on his sixtieth birthday celebrations in 
Calcutta. Early in 1937, Tagore delivered the convocation 
address at the Calcutta University in Bengali and broke 
all precedents thereby. The Parliament of Religions was 
held in Calcutta in March, and Tagore presided at one of 
its sittings. The Maharaja of Gwalior had invited him 
to his State, and he was preparing to go when he fell 
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seriously ill. The All-India Congress (joininiltee was hav- 
ing its sitting in Calcutta and the leaders rushed to his 
residence. He recovered and ran back to Slmntiniketan. 
A resolution of thanksgiving was ])assed by the A.I.C'.C. 
Before his illness lie liad written the Viahwa-pariclmja, 
a text-book on science, and during his canvalc.seence the 
poems known as the Pranfik (On the Border), a quintes- 
sential volume. 

Prom now the poet’s health began to decline. Bui he was 
not to be taken unawares. The dramas had to be set to 
music, a text-book on the Bengali language written, Hindi 
Bhaban, Glieena-Bhaban, Mahajati Sadan had to be open- 
ed, Subhas Bose, Jawaharlal, Gandhiji had to be received, 
health had to be looked after, and ultimately, the concept 
of Death had to be cleared. The recovery from the first 
attack seemed to have given him a fresh lease of life. Mr. 
‘^'Andrews’ death made him very sad. Sir ilaurice Gwyer 
and Sir S, Radhakrishnan ai'rived in Shantiniketan to 
confer on him the D. Litt. {Honoris Causa) of the Oxford 
University. The poet fell seriou.sly ill again at Kalim- 
pong and was brought doAvn to Calcutta. In December, he 
left for his beloved Shantiniketan where he received the- 
Chinese Minister Dr. Chi-Tao. During convalescence the 
following books were written, Naha'-jaiak (Poems — The 
Newly Born), Sami ■ {Poams), Chhclehela (Childhood 
Days — ^Prose in Basic), Tin-Sangi (Stories — Three 
Friends), Rogsajjaya (On the Sick Bed) and Arogya 
(Recovery), poems again. 

The eightieth birthday at Shantiniketan he could not 
attend. So the famous message ‘ The Crisis hi Civiliza-- 
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iion ^ was read- out. It was a bitter indictment of British 
Imperialism, couched in majestic sorrow and prophetic 
anger. Galpa-Salpa (Short-stories in the form of fantasy) 
and Janma-Dine (On the Birthday, poems) were published 
^ on his 80th birthday. These, along with the earlier fantasy 
Shay,, the Vishwa-Parichay and the Chhelehela showed 
where his prose and poetry, his mind and imagination 
were moving. They were coming nearer and nearer to 
the language of the people. The poet could no longer 
hold his pen ; in fact that ihaster-piece of malediction. 
Reply to Miss Ratlibone had been dictated to his Sec- 
retary.’ But the poet’s mind was alert ; he was singing 
songs, uttering poems in bewildering profusion. There was 
a set-back in June, and the poet was removed to Calcutta 
from Shantiniketan on July 25, after a most touch- 
ing farewell to its inmates, its scenes, and its open spaces. 
He was operated on July 30. Immediately before the 
operation he dictated his last poem. You have covered 
the path of your creation in a mesh of wiles, Thou Guile- 
ful One.” There was a temporary recovery, and India 
breathed a sign of relief. But the bulletins proved 
deceptive. His condition became grave. At 12-13, on 
Thursday, 7th August, 1941, three months beyond his 
80th year, the poet breathed his last at Ids' ancestral home 
in Calcutta which was the place of his birth. HiR last 
rites were performed according to the rules laid down by 
his father and in the midst of unparalleled sorrow. The 
ashes were taken in a silver urn to Shantiniketan the next 
day and duly laid with the utmost solemnity. 

Thus closed the remarkable career of one who bestrode 
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modem Indian Culture like the Colossus. His years 
were full to the brim and his head heavy with laurels. 
He was a great man, if ever there was one, not simply an 
important or a significant man of the age, and so-, his 
heights,, taken as a range, never were less than 
great. But even he died with a bitter taste of this life in 
India, and of the way events were moving outside India. 
He was a god-built man otherwise. Probably, his faith 
in the universal values was not shaken. Maybe, it was,, 
or why should he refer to wile and guile in his last poem? 
It is not given to this generation to have his faith and 
conviction. The present age is vexed by the relative and 
the historical, but if there be values, at once concrete and 
universal, his life would be a beacon for generations to 
come. 



n 


j.^E APPROACH 


PROBABLY, the most convenient way of dealing with 
Tagore’s work in various spheres is to take him as a 
whole and show the whole development. Any other way 
will be nibbling at him. The beautiful Indian illustration 
of blind men describing the elephant should be a warning 
against taking bim piece-meal. A bare summation, on 
the other handy,5rould miss the spirit and the dynamics of 
his creation, j Of Ins greatness, those among thinking 
people in luma who have read him are convinced. 
Being the creations of a great man, ,his poetry, 
his stories, essays, music, painting, novels, and his 
other contributions deserve to be tested on grounds 
besides those of mere competence^ and crafts- 
manship, goodness and other adequacies . ; .There is an 
intimacy between greatness and wholeness)"" and there is s 
difference between great Art and effective Art. S. Alex- 
, ander, a significant philosopher, writes in his Beauty and 
other Forms of Value In speaking of great art we are 
not merely setting two standards and mixing them. We 
speak naturally of the greater art of the greater man 
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provided lie achieves beauty because be lias worked more 
largely and more profoundly to sec.urc bis end.” To the 
two tests of profundity and largeness wc may add a third, 
viz., the greater capacity to approximate to and derive 
from the principles of growth or development in nature, 
includmg human nature in society, in order thatUbe work 
or works of art may be considered as primarily conditioned 
by the cardinal processes of living, naivral, Imman and 
aocial.^- 

Profundity is another name of wisdom. It posits Ifiyers 
of suffering and understanding on the plane of human 
intercourse, insight into the nature of things on that of 
awareness, and a positive indication in all kinds of 
assertion of the potentiality of the reality insighted. The 
orders of greatness vary as one layer leads or does not 
; d to the other. In no ease is the preceding laj-er given 
til, because that is the base. If an author usually stays 
at the first two levels, as Shakespeare does, his appeal 
becomes naturally greater. Some of the best Chinese poems 
betray an insight into the nature of things, of nature and 
man, and of their interactions, which insight, in virtue of 
its precision and directness, bears the royal signature of 
awareness. These Chinese poems are lonely in their free- 
dom from the human give and take, peaceful in their 
solitariness and retirement, sufSeient unto tliemselves in 
their economy, and yet are nostalgic. This nostalgia 
comes from the induced sufficiency of insight into nature 
and negatively proves the existence' of another level. The 
positive proof of the third level comes, for example, from 
certain Vedic verses and Upanishadie texts, from St. Jolin 
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and other passages of The Bible, The Quraan and The 
Geeta. In their beautiful and convincing afl5rniation of 
the higher reaches of consciousness (maybe, of- beyond), 
they are of another artistic order. If the art of the wis- 
dom of suffering and understanding be the play of light and 
shade of the clouds, that of insight should be of glow-worms 
in a dark night, and of the last (what name to give it?) 
of the steadily unfolding effulgence of the rising sun. The 
above order of profundity, which is an observable fact, 
is true not simply of literature but also of other forms of 
art, particularly, music and architecture. It is not at- all 
suggested that either the artist or tKe other party, viz., the 
reader, the listener or the spectator, mechanically keeps to 
one set of evaluation proper to one order. In reality, like 
the orders in creation, those of appreciation are mixed up. 
Still, there are things like predominance and elasticity 
on the creator’s .side. It is a pity, however, that the other 
party’s predominance is seldom more than a fixity. 
Another point about profundity : it can never be static, 
so at least it appears to a modern mind. No artist can 
be profoimd today until he unfolds the Becoming. The 
moment he is held up by Be-ing, he is a mystic of a 
particular type. Inasmuch as Be-ing is a thesis, every 
artist is a mystic. When one such is more concerned 
with the unfolding than with the statement of ^reality, 
which to the modern mind is a process, ^one is: a profound,, 
artist, such as ^^ore wj^. , - The logic of unf olding is the i-' 
common ground of~CTeation and criticism. 

Largeness, which is Alexander’s second test of greatness, 
suggests variety and abundance no less than the breadth 
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of vision. But a few points may be noted, (a) Because 
of the dialectic of unfolding and discovery, all works of a 
great artist cannot be of the same order of greatness; 
therefore, those of the highest order may be few. * Hence 
the reputed ‘un-equalness ’ of the great. But such mi- 
equalness is to be placed in the whole context, just as 
a valley’s quality is in regard to the range. The highest 
peaks must needs be buttressed by giant altitudes, 
t Tagore’s amount and variety are stupendous and astonish- 
; ing. But his peaks can be counted. At the same time, 
their neighbourly average is very high. 

(b) Complexity need not be a corollary to largeness 
or profundity. Indian aestheticians insist on prachurya, 
i.e., infinite variety, but they are also particular 
about clarity or prasad, an untranslatable term. 

rasad comes from insight,, which is an emission 
of light. Complexity, if it means * obscurity ’ of 
the European music or the poetry of the thirties, 
is a disqualification for great art. On the other hand, if 
it corresponds to the complicated structure of reality so 
far as it is understood by the artist, (as in Gerard M. 
Hopkins’ The WrecJc of the Detitsclilad) , it has a claim 
; to greatness. Tagore’s greatest poems have a clarity that 
! transcends^ the need for complexity. His directness brings 
(largeness into order. His complex poems no doubt have 
complicated rhythms, vide the Balaha pieces or the Tapo- 
hhanga in Purdbi, but their syntactical ease, which is 
different here from the earlier overflow, shows the clarity 
of his maturer vision. »Strictly from the point of view 
of style or * riti ’ of the Indian ' alcmJcariJc/ these poems 
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evince a kind of prcLsad-guna wMeli is more satisfying 
than wliat can be scjneezed out of the compression of the 
baidarva-riti, the best of its kind in the Indian, or out 
of the intensity of Keats and Hopkins, or the later Yeats, 
in the English literature. 

(e) At the same time, it has to be admitted ■ that on 
the level of human intercourse between human beings or 
their contact with nature Tagore’s early prose and poetry 
show prolixity. It cannot be accounted for either by the 
simpler processes of social living that he had to deal with 
or by his intellectual incapability. The last is just not 
true, and the first runs counter to the main finding of 
modern Anthropology that even the ‘ simpler peoples ’ 
are not simple. Probably, the reason is somewhere 
between (a) the verbose tradition of Anglo-Bengali litera- 
ture, (b) his own marked superiority over the contem- 
poraries to whom he felt that he had a duty to perform, 
note the didactic element and his prophetic role, and (e) 
his super-abundant vitality. An opinion may be hazarded 
that his shyness at the academic discipline and 'approach 
arising from his truant habits of ehildhood and their sub- 
sequent continuance was also to some extent responsible 
for the occasional absence of that compression which poets 
of. other type, like Bridges or Eliot, derived from their 
regular training. ^Tagore’s inteUect had more of the 
woman’s native nervous vigour than of the athlete’s mus- 
cles. By and large, however, the plenitude *of feeling and 
the flow of language made for a richer quality, vide 
Chitrangada. Images, metaphors, similes tumble there one 
upon anothei’, but the grand total attains beauty, of a 
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clifl’crnni lypi*. tropicnl no floubt, vfl a beauty. Klse^vbere, 
as in ibo paom ilahnkh, the same luttiriatiee ir, iif»{iee- 
nblo. but tlm transmutation i.s not tieea?;it)ne<l by a more 
lavish uso of nhtmhnr, but ])y a {la'ib fnun another level, 
and tlm j)of'm bocotnos rieh, 'vvilh a eomplieatefj erjuili* 
brium, but a unit all the same, aiul mma* int>*n‘;e at that. 
The tliird test is the erturial «>ue. in the tuitural •,vurld, 
the story of the •ronus, if not of the whole race, Is- moiv 
or less repeated in the life of the irtdividual. The ”em*ral 
law of nature is this : ‘ Ontogeny is u brief aiul eondenra**! 
recapitulation of phylo^eny'. Seeoiulary ehniure.; of the 
embryonic forms, conditioned by the environment, modi- 
fied by adaptation to the conditions of life or deliberately 
induced otherwise, do not. as a rule, ebantre the uo-ncrnlity 
. of the above principle; they atToct only ‘ the dejrree of the 
faithfulness of the synopsis or condensation of the lorur 
and slow liistory of the .stem*. It is ojily in extraordinary 
eases that the induced chanjros lead off the main line. 
"Wlicn they do, they do not so much rofristcr the crises of 
variation as of elimination and .selection. In the sphere of 
human action, which is a partly atitonomous sphere within 
the larfjer one of Nature, the sjTiopsis is less marked, 
though none the less real. Human geography, social tradi- 
tion, concerted volition or group action jointly intervene 
to attenuate the rc-eapitulation. Yet. social heredity is 
such a conservative process that the course of crises is still 
determined by social selection. In other words, the work 
of a great artist, however * mutative ’ it is, lias to be ulti- 
mately socially selected and socially appraised. No cult 
of personality can get over that fact. (To put it from 
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a different angle : all art criticism is at the first instance 
naturalistic and sociological.) 

An obvious corollary to the third test of greatness is 
this u. any permanent departure of the artist from the 
above principle does not produce that impression of a., 
natural even which Goethe or Tolstoy or Tagore carries. 
The complete works of a great writer have an ‘ organic 
wholeness’ of their o'^vn, a stupendous, over-riding, element- 
al unity, much in the -same way as the Himalayan range, 
or the mighty Gangetic river system has it. If this be 
correct, then the proper primary approach towards great? 
art, hence of Tagore’s art, is to analyse that impression; 
of belonging to the order of natural events, to show the - 
interaction of the parts, the underlying unity and the 
uniqueness of the whole. The duty of analysing the inter-\: 
nal contradictions, the ‘ faults ’ in the language of geo- 
logy, is implicit in the above task. 

The approximation, conformity, re-capitulation, synop- 
sis, compression, by whichever name it goes, seems to have 
its counterpart in the working of the relation between 
the individual and the collective psyche. Biologists are 
not always clear on the point whether the mutations or 
throw-baclss are sources of strength for the general line 
of evolutionary process, whether they throw up higher 
types of individuals and species or not. In the case of 
the psychic activity, however, there is a greater need for 
tlie individual to dip into the collective, and a definitely 
greater possibility of deriving new power therefrom and 
being converted thereby. Nearly all .great artists, when 
they get stuck on a high or a low potential, appear to dive 
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into some kind of reservoir or stream out of which they 
come rejuvenated, to begin a new life. Some artists do it 
oftener than others. The history of language, music, fine 
arts, and of all systematic disciplines of knowledge, natur- 
ally, illustrate the above procedure. Individual psyche 
must needs approximate to the collective psyche at mo- 
ments of crisis, otherwise it collapses and staggers. The 
closer the intimacy and reference, the greater is the pro- 
fundity, the largeness, and also the simplicity of mean- 
ings, symbols and images. This is known as touching the 
soil, going to the roots, divine inspiration and so on, 
according as the source is conceived to be in the * lower 
reaches ^ in the Egyptian manner, or as ‘ Grace Abound- 
'ng ’ when the common origin is held high up in the 
leaven in the Hebraic or the Christian fashion. Tagore 
vould trace the origin to Nature, Self, Divinity, Jeeban- 
Debata, and here and there, to the life of the soil. What- 
jver the name, the actual procedure is a dialectic one, 
iseent and descent. The measure of greatness in art is 
the strength of the artist’s hold on this dialectic process’. 

Organically ; Tagore’s music is poetical (literary or 
lyric) as his poetry is essentially musical (melodic). The 
dramatic music is the induced departure, with the contact 
with "Western music as the minor crisis, and with the folk- 
music the major one. The broad march of his music be-, 
fore the last crisis remains more or less traditional. His 
short stories have the completeness of a poem, with 
* N astaneerh ’ and * Chaiuranga ’ having the structural 
complexity of NishfaL-Kamana in Manashi and 8ha^Je%an 
in Balalca, respectively. The novels- are built around the 
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social . attitude whieh form . the substratum ■ of his 
political, economic and sociological essays. Both 
.types of prose are bound by (1) his belief in per- 
sonality, at once concrete and universal, which, is the 
core of his philsophy, and by (2) his faith in process 
(progression), which is one of the recurrent themes of his 
poetry. His dramas are lyrical, i.e., poetic, symbolic, i.e., 

‘ philosophy in mask,^ and musical through and through. 
The double entendre of his love-poems has been referred 
to; really, one never knows if the poet was addressing a 
woman or the deity. Conversely, his philosophy is un- 
systematic, in the sense that it is laden with poetry; in 
fact, it is more a poet’s creed than a rational statement. 
Above all, his life is an art. No man ever looked, lived, 
’^talked, behaved like a poet as he did, not even Yeats, 
This art of living was not, cordd not be understood by ' 
disintegrated individuals who called it a pose, till it was 
re-named by the same as Indian, prophetic. His paint- 
ings do not come within this organic scheme at first, but 
they do when we remember their calligraphic origin,, their 
complementary nature, even their absence of forma,! de- 
sign and presence of the inner rythmic spontaneity. Play 
he called this effort. 

To sum up : Tagore’s works are an organic whole and 
have an integrity which transcends the particular inte- 
grity of this piece or that. 

Psychologically : Tagore’s intimacy with the coUeetive 
unconscious was through (1) The UpanisJiads (2) the 
Vaisimava Padabalis and philosophy, and (3) the folk- 
religion, literature and songs e.g., the Baul, the SaJiajiya 
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and other hnmanistie, mystical and synthetic (Hindu- 
Muslim) cults that had sprung from the life of the people 
party in protest against the Brahminieal ritualism and 
logomachy. The reference to the deeps was more continuous 
with Tagore than with other men of his rank because of his 
particular position, subjective and objective. 

But cutting across the inspiration from the sources were 
two other influences which had acquired the status of 
* second nature ’ with him, viz., the .pagan and the rational, 
as Shree Nalini Kanta has so pertinently shown. Probablj , 
the pagan element was composed of (a) a blend of Kalidasa 
(of Meghduta and Shalcnntala, books he was very fond of) 
and Shelley, on whom his lectures were most 
penetrating, (b) the rural pantheism that would seize 
the mind behind a keen pair of sophisticated 
arban eyes looking through the curtains of the 
house-boat on the Padma, and (c) the pan-entlieism of the 
Vedic hymns to the Dawn, the Sun, the Stars and the 
Barth, the mighty tree, and the like. (Tagore’s concep- 
tion of Beauty, one of his universals, was not pagan of ^ 
the Greek type). The rational outlook came from certain 
non-conformist traditions of Indian philosophy, the pro- 
testantism of Baja Bam Mohan Boy, and immediately, 
from the spirit of the time, known as Western Science. 
It will be wrong to trace Tagore’s progressive views, his 
humanism and his proneness to making experiments to 
Western rationality alone. Those had their own roots in 
the soil; they sent the sap up along tubes and channels 
which Western science and rationality could find con- 
venient for use. The influence of the West upon Tagore 
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'was grsat, Ive \7as always reeogmsing it gratefully, but it . 
should not be exaggerated ; it only collaborated with the 
vital strand of Indian traditions, those which Ram Mohan 
and Tagore’s father, the Maharshi, re-wove for Tagore’s 
generation. Now, all these traditional values Tagore was 
perpetually exploiting, but never more than when he felt, 
the need to overcome a crisis, to go deeper and be fresher. 
At each such stage in the evolution of his prose, poetry, 
draiha, music, and of his personality, we find Tagore 
drawing upon some basic reservoir of the soil, of the 
people, of the spirit, and, emerging with a. capacity for 
larger investment. This procedure continued right upto 
the very end of his life. There are few instances in 
history of one who was ever-growing till his eighty-first 
year. His eternal youthfulness, his perpetual renewal, is a 
inarvel. Yet, the secret is not beyond human comprehen- 
sion. He was closest to the laws of nature and the Psyche. 
In other words, his creation gives a more or less clear ex- 
pression to the laws of change common to the organic and 
the psychological nature, i.e., dialectics. Hence, the great- 
ness of his Art, and the critic’s helplessness. How can a 
critic 'with his static logic deal with the creative dynamics 
of men like Tagore or Goethe? 

-■'^agore’ s intim acy -with The TJpanisliads was at the ins- 
tance of his father whose illumination is reported to have 
come from a stray leaf of the Isha^ They remained the 
I , Maharshi’s and the Poet’s sustenance. After Tagore’s 
death, his immediate companions have written of his daily 
contemplation of certain Upanishadie verses. His Shanti- 
mketan Sermons contain some of their deepest exposi- 
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tions; and then, we have a considerable number of his 
poems which literally take their cue from them, apart from 
those which show their direct and indirect influence. Sree 
Khhiti Mohan Shastri also mentions a large number of 
.translations which the poet made of the actual texts. 
Tagore’s interest in the XJpanishads was further increased 
when he. became the Secretary of the Adi Brahmo Samaj, a 
sect which in its search for the pristine purity of the spiri- 
tual impulse drew mostly from this ancient Hindu litera- 
ture. It is not the place to go into any detail about the 
difference between the father’s and the son’s visions, and 
between theirs and those of the main schools. But a fc'V 
salient features may be noted. The Maharshi seems to 
have emphasised the aspects of Majesty and Truth, and 
the son of Beauty and Joy, the common ones being Jyoti 
(Light), Shantam (Peace), Shivam (Good) and Advai- 
tam (Oneness). Design, Majesty and the permeating 
Energy of God to whom one must resign oneself were the 
Maharshi ’s pre-occupations. Tagore’s conception was cer- 
tainly not ashabdam-asparsham-arupam-abyayam, but ra- 
pam rupam pratirupo babhuba. The variation from the 
orthodox version, however, was wider and deeper. fThe 
Poet had rejected bairagya (asceticism) and accepted the 
fulness of living and nature quite early in his career and ' 
was throughout unsparing in his criticism of the Sam- 
karite Maya. Neither in the dvaitadvaiiya nor in the 
visistadvaitya school was Beauty or Joy the central theme. 
The orthodox philosophical versions had moved round about 
comprehension as the chief means of realisation. Tagore’s 
may be said to have revolved round two foci, prana (‘/Sar- 
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ham pranan ejati nihsritam ’ was his favourite verse) and 
anuhJmti (as against upalabdhi) . A still deeper difference 
came from his affiliation to the Vaishnava philosophy of 
Love which gave him a semi-anthropomorphic divinity, 
Jiban-dehata, by whose help he could bring or bind the 
Infinite within the Finite. Once that was done, the Infi- 
nite became the Person needing the love of the human 
person and. answering to his needs, i At one period, Tagore 
was becoming almost a Vaishnava humanist.*”’ 

. But ‘ almost,' not completely, because Tagore was never 
ready to extinguish the little person by the light of the 
Supreme Lover. The humanised divinity of Krishna could 
not appeal to him, and a complete abandon to the soul 
of Rasa was foreign to his modern attitude. {Tide the 
attitude of Saeheesh in the Chaturanga.) It is also likely 
that the Aisvarya or Baibhava aspect of the Godhead was 
more akin to his pagan love of nature than the Basa 
aspect. If we like to say with Professor S. N. Das Gupta 
that “ the fundamental creed of his faith consisted in 
perceiving, God in himself — ^the God that dwells in us as 
an unfathomable reality ”, or with Nalini Kanta that ” No 
doubt he has admitted that the ‘ I ' has no existence 
separate from God, but (for him) a deeper and a more, 
mystic truth is that God has no existence separate from 
that of the ‘I',” we cannot but conclude that Tagore 
grew out of the general Vaishnavite tradition, and spiri- 
. tuaRy, came close, very close to that of the Sahaj-Baul, 
for whom God is the resident of the still centre in the 
human heart, and for whom God is ever anxious to realise 

Himself in the BhaJcta. Some critics have traced his 
% 


79 



'r A 0 o n K 


tuvcrjUMirv iroiii tip* Viipihup.vtt.*' 'rjullt:''?! 

Fnctnally, it Jiiny hf r.orrc t, l)' «'rn5 Tn',r>'>r*' v/a. f. ffr-'a.?, 
ndininT of Bro\vnin!T*{i fpi’ Oi.-., if ii"‘ ot hi i hnl 

two olhor Jipfcific*. urj'O.;. ov/o p-r'*.\’z t 2 -'=* v> 

sily for lioldin*' finiily on to th** FinsU'. th'^ Ist-jtr.nn, 
person, and his in tip* A’':"/ jotir::. ►•.ho-iM 

be {riven nt least an equal t,*a*U'^, Tit* :- tv.'o ur;**;-. 
again show the dinleefies of a yr*-;it. liian. 

"NYlien we tonelt tbe.*:e rural rreatz'-.n-;, %•••' 

eomc to the deejjesl eolleptive r»..‘'rvoir of Indian mlttir'*. 
The author inalje.s this rlnim on h*d:alf of th*- 


the folk-songs, the folk-li*ora*ur<' itt th^ j.hap-*' of 
dary and tnystieal e.yeh's atul laU:.-. v.hsi-h the ** rural po-'-t- 
mystics composed, recited or san*/. and of thf innunv rahlf'- 
mystic-cults thc!^’ started nJid s '.ittered all ov^-r Iipits., tha*; 
they represent Indian culture more fully. h'-'-aVi-e more 
socially, more democratically, mor** t-oinprtrhf-n'.lv- ly, more 
intimately and vitally, than Kalidas;i. Ilhahuhhuti, 
and the rest of them do ij\ literature and th*- reputf-i 


ones among the prophets do in the splo're of reli rioii. 
In philosophy too they symbolise onr eultnr- b-rter than 
the six or sixty systems on which hundred-^ of eommen.- 
tarics Imve been written. Anybody who knov/s Indjia and 
interprets culture as a social process will lu-cept this 
claim. Tagore found out very early. (riaV his es-says ou 
the doggerel), that the folk-literature was the ruot while 
the one that had been and was being produced was only 
the ‘ paper-flower.^ lie also realised that mass-literature 
could only be produced on 4)10 basi.s of the principles of 
folk-literature. If be did not .succeed in making his oum 
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literature fit for the masses, he did succeed in his songs, 
which are also literature; 

'Tagore had been keenly. interested in the simple, human 
Iphilosophy of the Baul singers7#and Sree Kshiti Mohan 
Shastri was there to feed his appetite. Meanwhile, 
Tagore was getting spiritually reads’" if- He could not 
accept the complete immersion of the Vaishnava hJiakta- 
premik in the Personal Divinity of Krishna. The Vaish- 
nava hliakta’s sadomasochistic or symbiotic complex was as 
foreign to his psyche as was the automatic conformity of 
the Vaishnava ritualist. So he wanted an ally in a sj^- 
tem that was no system, in a philosophj’^ that was based 
upon one’s own experience, that was non-induced and 
spontaneous, and in which the little person could hold 
within himself and thus define, but with unabated inten- 
sity, the Infinite that was neither the monistic Absolute 
of the Vedantin lior the Father in Heaven of the Chris- 
tian. The humanity of the Baul possessed him at the period 
when Falguni was being Mwitten. [His acting of the 
Blind Baul with Ek-tara in hand and his singing of the 
folk-tunes are an unforgettable experience for the fortunate. 
The songs of this period, and there were hundreds of them, 
were composed in the Baul style J In one of his well- 
kno"wn addresses he referred to these "village mystics, and 
quoted a poem by Rajjab, an unknown Muslim mystic, 
as an example of the noblest and the purest poetry he 
had known. But let not the nature of this Sahaji 3 ’"a 
influence be misunderstood. He was deepty indebted to 
the mystics, but he made their message his own. Their 
esoteric practices and their secret meanings could have no 
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cntlless beuuly Jicross the lif'htlefi.H world of fjudii," On 
the objeetive side of contents too: “ IJnt the artist finds 
out the unique, tlie indivitlual, wfiieh yet is in the iieart 
of the universal. AVhc'U he hjoks on a tre»*, iie looks on 
tliut tree a.s unique, not a.s the hotanist who ‘ik-ncraHses 
and cla.s.sifios. It is the function of the artist to particula- 
rise that tree. Uow does in: do it? Xot Ihrouuii the peeu- 
liarity wliich is the discortl of the unique, but throui'h the 
personality which is harmony. Therefore, he hn.s to find 
out the inner concordance <*f that one filing with its outer 
.surroundings of all t]iin*'s." 'Hie la.->t sentence meets the 
charge against Tagore's vaguene.ss, in's frcfiuent u-:** »/f 
i abstract nouns for the concrete. \lt seems that in Tagore's 
. view the personality of the artist rubs out the indtvhhtalUy 
of thing.s, their essential character, in response to tite 
challenge of the Supreme Person. **,_l'*<n* the true principle 
of Art i.s the principle of unity. Of course, it is the 
Creative Unity of Per.sonality, not merely the Creative 
Evolution of the Tafc Force. Tins is an important diiTe- 
renee with the views of Dergson who may he dcscrihed 
as any centrally frustrated poet’s phih.sopher. (lie is 
also such a man’s prophet, l.sn’t ho one of the fathers of 
Fascism?) 

Even when Tagore is .specifically discitssing the meaning 
of rhyme and of the nature of Bengali rhymes and metres, 
(Chhanda) he is putting poetry in the wider perspoetive 
of Art. Tims ” In poetry also we want to rtonse thLs .self- 
diviuation {aimaniihhuti) in a pure and free yet a varied 
manner.” Again ; ” Aitureya Brahman says, ‘ atma 

samsh'itiylah silpani* Art is * afma-namsJcritl.^ ” He 
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quotes again : ‘ Chhandomayam ta etairjajaman atmanam 
samshurute ’ i.e., the priest of this ritual of art cultures 
his soul, makes it rythmic. If we pay due regard to all 
these wiews of his on Art, it is rather difficult to equate 
Tagore with poetry, and lyricism at that, in a way as to 
leave him no residue. The fact is that he had many resi- 
dues and that each such was as pertinent to him as his 
poetry. Much rather would we take him as a person, i.e., 
to say, a human being whose primary interest is in the 
samslcriti or the culture of his soul. Art being the best 
way and means. The above point of view does not at all 
signify that like many frustrated Europeans and English- 
men, Art or Poetry for him was a substitute for religion. 
Nothing like it. As he put it, “ In India, the greater part 
of our literature is religious, because God with us is not 
a distant God; He belongs to our homes, as well as to 

our temples Therefore, religious songs are our love 

songs, and our domestic occurrences, such as the birth of 
a son, or the coming of the daughter from her husband's 
house to her parents and her departure again, are woven 
in our literature as a drama whose counterpart is the 
divine. It is thus that the domain of literature has 
extended into the region which seems hidden in the depth 
of mystery and made it human. It is growing, keeping 
pace with the conquest made by the human personality 
in the realm of truth. It is growing, not only into history, 
science and philosophy, hut with our expanding s3Tnpathy 
into our social consciousness. The classical literature.... 
threw no light upon men who loved and suffered in 
obscurity. .. .This encroachment of man’s pei’sonality has 
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no limit, and even the markets and factories of the present 
age, even the schools where children of man are imprisoned 
and jails where are the criminals, will be mellowed with the 
touch of art, and lose their distinction of rigid discordance 
with life. For the one effort of man’s personality is to 
transform everything with which he has any true concern 
into the human. And art is like the spread of vegetation, 
to show how far man has reclaimed the desert for his 
own.” Nobody would identify this humanism with the 
scientific humanism of the positivists. It is personalmn, 
of the Indian type, if you like, this understanding of 
poetry, music, dance, painting, i.e.. Art as self-culture, 
this expansion of self by the sweet conquest of the imper- 
sonal and in response to the challenge of the Supreme 
, Person to dare and do. Obviously, the resistances offei’ed 
by the modern man to such a view of Art and poetry are 
many. At the same time, if the modern man can somehow' 
suspend his disbelief, he is not denied a rich banquet in 
Tagore’s poems. The modern man would like to enjoy what 
he calls ‘pure’ poetry, he would expect a discussion of 
Tagore’s purely poetic stuff to recognise its claim to great- 
ness. It is no doubt possible, in fact, easy, in the case of 
Tagore, if one concedes, which the author does not, except 
fi^ratively, that pure poetry as such exists. There are 
many poems of Tagore which are technically ‘pure’ and 
musically perfect and which satisfy all other tests set by 
modern critics for the judgment of poetry and style. One 
can without difficulty apply them and award Tagore 
full marks. But the totality of Tagore’s own views 
runs counter to the applicability of the above critical 
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method. Occasionally, no doubt, he would express himself 
in a way that wojild invite it, particularly, when the 
psycho-analytical, or lately, the Marxist criteria were 
being fastened on his poetry. But,jby and large, the best 
way of looking at the organic corpus of his poetry is in 
terms of personality. It is needless to assert that perso-i 
nality is neither individuality nor character. It is ‘ the 
soul in the process of culture,’ the little man responding 


to the challenge of the Supreme Person. 

But there are professors of literature-and their students 


who must be placated. So we take up this technical 
question of Tagore’s metre. Before we do so, his metrical 
inheritance may be briefly stated. Bengali metrists before 
him were very few indeed: Michael Madhusudan being 
the most prominent of the nineteenth century and Bharat 
Chandra of the pre-British period. Enveloping Bengali 
metres were those of Vaishnava l 3 T.*ics and Sanskrit poetry, 
and subsuming them were the folk-metres. (Tagore wrote 
that he was indebted at a certain stage to Bihari Lai 
Chakravarti, one of his senior contemporaries, and to his 
eldest brother, Dwijendra Nath, for his inspiration to 
change the metrical forms. But these are small debts that 
can be written off.) The literary metre current was payar 
of 14 syllables with two rhyming feet, each foot having 
two separated groups or bars, the first gi*oup of eight and 
the second of six morae. Its chief varieties were (1) 
tripadi — ^the short, (6-j-6-|-8) and the long (8-f-8-|-10) 
with the first two bars rhyming in each ease, (2) chaupadi 
(6-l-6-}-6-j-5) with the first three bars rhyming, (3) 
ekabali (6-1-5), and (4) maloti (8-{-7) by adding one more 
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to the jxtijar disposition. (Ptii/nr was nut invariably quan- 
titative. It was .subservifiit tw tlia of prozniiioia- 

tion which would pnilon'^; or shorten the unit oi tiiae.) 
More important titan tiiis nninherinif tin* tlo^ hMiur*'^ 
of tlie paijar class. (1) Tlie vtsstl tlrawl of ih"/ i^npiir 
over-rides the syllabic sound. It is’ this qtjality 

which puts the sylhiblc in its })roi)cr pla>’*‘ iti th>* j^roup 
(parha), and partly robs tin* consonitnis oi ihcir fptiintt- 
tative value. The .subordintition of syll.-iblts lo the »!o'.v 
of sound makes the introduction of a lar'^c mitnber of 


them possible, Mora tiius cvcninally ceases to bceojae 
important. (2) It appro.vimatcs to the .speech-rhythm of 
the Bengali lan'rua''e in .so far as the Bengali pronuneia- 


tion starts by Kivin;; 


weij^ht at the bc^iimin'r ami lo.-^int/ 


it at the end, (Bengali etlms’i). Bo it more tiian one 


moru he 'riven to the eloserl syllable (halanta). thezi hi) 
the weight may be adequately distributed, ctm^equently. 


(b) the abruptne.ss of the closure avoided, am! toi tin- 
weight of the sense or reference adetpiately conveyed. 
(3) Tagore has him.self referred to tiie scejiing tiuality 
of payar in his “ Clihanda," By examples he ha.s proveil 
that within the ambit of S-|-h=14, it is quite possible tu 
introduce diphthongs. They, in faet, till up the vacuum 
in the drawl. Tlie ssnne is true of heavy .syllablc.s. None 
disturb tlie rhythm materially. (-1) The payar rhythm is 
.slow, aucl when diplithongs, heavy and compound, or com- 
posite syllables are not present, it can be monotonous. The 
reason is implicit in tlie Bengali pronunciation which does 
not usually give a long time unit to them and does not 
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pause after them. (Ethos, again, in avoiding the heavy 
and the difficult?) 

-Thus we see that the payar-el&ss had great possibilities 
in the hands of a master, who was, in this case, Michael 
Madhusudan Dutt, the author of Meghnadhadh-Jcavya. 
His great contribution was to convert the payar into run 
-on (enjambement) unrh3uned lines in which the sound- 
groups, re-arrahged by composite words, diphtliongs and 
so on, broke up the drawl and made for bigger and more 
complicated waves. His use of the caesura was Sanskritie, 
no doubt, but it was also made at the instance of the 
meaning sought to be conveyed. Though the nature of 
the Bengali-spoken tongue and of the language remained 
more or less foreign to Dutt, his enjambements and pauses 
were pointers for Tagore, What Dutt left for Tagore to 
do with payar was to make it closer to the natural dJibani 
of Bengali speech. 

The Sanskrit metres were there, no doubt, for Tagoi’e 
to exploit. But beyond recognising the importance of 
long-short (laghu-guru) sounds, the unequal morae and 
yati (pauses) he did not make extensive use of any of the 
well-known types, like mandaJcranta, sikharini, malini, etc. 
The reason was obvious — ^Bengali speech does not usually 
make use of the long vowel, and in its nervousness slurs 
over the pauses. 

The Bengali doggerel verses of folk literature are the 
closest to the speech-rhythm of the people. In that speech, 
the closed syllable seems to determine the shape of the 
sound-structure, and the consonants the verbal texture. 
The abruptness of the closed syllable releases the power 
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of the subsequent consonants to vary the ease of sound 
succession and partly prolongs the morae of the preceding 
vowel. Tagore was the first to realise the possibilities of 
the folk-metres and was always referring them to the 
younger poets, “It is my conviction that all types of • 
poems in all types of clihanda can be written in this 
lative (pure) Bengali." Its great value consisted, in his 
)pinion, in its ‘prdna, vigour, and in the impunity with 
tvhich it would absorb aU kinds of foreign words. He 
practised on it as early as his “ Kshanika ” days (1900). 
His last great plea for the speech-rhythm of the people 
was entered before the Calcutta University. Tagore’s 
experiments with the folk-metres are numerous. All kinds 
of subjects from the gayest to the heaviest have been 
elothed by him in these folk-metres. The ‘aristocracy’ of 
Tagore’s poetry is in the opinions it carries, it is not always 
in the happiness of his verses. 

Tagore’s poetic contributions are the release of the 
energy pent up by the old shackles and the creation of 
a bewildering variety of metres, accents and rhymes. 
The release came through the substitution of sound values 
for the syllabic which was based more or less on a defec- 
tive system of writing. It was done chiefly by the mani- 
pulation of the ‘potential energy latent in the closed 
syllable’ or halanta, and the resultant doubling of the 
morae. The bimoric is practically Tagore’s own creation. 
Here probably the Sanskritie and the padavaU metrical 
values pointed the way. Sandliya-Sangeet (1881) con- 
tained the first symptoms. A fuller exploitation of the 
payar than that of Michael Madhusudan was evident in 
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the. rhymed enjambement, the prolongation of 14 into 18 
syllables, both rhymed and unrhymed, and the ultimate 
discarding of the units to make the verse free and flexible. 
Balaka (1914), Parisesli (1932) Bogsajjaya and Arogya 
(1941) contain the best examples of ‘ free verse ’ or 
‘ muMjika clilianda.* After Balaka none could say that 
the Bengali language was unsuited for the most weighty 
and complicated sentiments. But subsuming this releas- 
ing and creative work was his discovery of the great truth 
that the Bengali language as spoken by the people in their 
daily life had a personality of its own. 'His own metric 
development consisted in the exploitation of that truth by 
making his poetry draw more and more from it, and thus 
coming closer and closer to it.* 

Tagore’s march towards metric freedom through the 
forest of his experiments and creations can be indicated 
now. The pointer is in Sandhya-Sangeet (1882), no 
doubt, but- it is clear for the first time in the poem called 
Nishfal Kamana (Fruitless Desire) of Manashi (1890), 
his first major work. He stuck to the usual path up tiU 
his Kalpana (1900), though he was interested in exploit- 
ing the enjambed verse in his Cliitrangada (1892). But 
Kshanika’s- (1900) importance is no less great. It gave 
up the poetic subject and. found the folk-rhythm. Prom 
1900 to 1914 Tagore wrote great poetry by hia own laws, 
but in the Balaka series (1916) he got back his original 
impulse. The verse, the rhythm and the metrical mastery 

* The specialists on this question are A. D. Mukerji, Sudhindra Nath Datta, 
Probodh Sen, Dilip * K. Ro^. Buddhadeb Bose and Girijapati Bhattacharya. 
The first two disagree in datails with the next two. AH agree on the essential 
points. What follows in the next Para is based on Sudhindra Nath Datta’s 
articles and chapters in the Svagata* 
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of these poems are unrivalled in their .vitality. Another 
poet would have stayed there. Careful readers in Bengal 
thought that nothing further could be humanly achieved. 
But Tagore was not the one to satisfy them. As yet, the 
freedom of those verses was not that of free-verse. Urged 
by a stronger necessity than is known to critics, he pushed 
on to the pauses of PalataJca (1918), pauses which were 
away from the, respectable caesura of literature and were 
intimate with the breath-groups of the spoken tongue 
conditioned as these were by the meaning and the subject- 
matter. What Eshawika could not do completely was done 
low, viz., the opening up of the flood-gates of the subject- 
natter of poetry and the resultant flow of meaning in all its 
shades and twists. Tagore was getting more and more 
)bjeetive in his poetry. (The connection with the 
leightened social consciousness of this period is obvious.) 
Sven then, in Palaiaka the meaning and the sequence of 
..he story-element determined the form. For the time, he 
felt like splitting up his process, and wrote Lipika (1922) 
a collection of prose-poems. These pieces looked like 
prose and were included by himself in his prose-works. 
But on reading them alou^ one detected the inner 
rhythms which were a simultaneous continuation of those ■ 
of Palaiaka and of certain experiments in prose that he 
had made. The next phase was that of Sishu Bholanaih 
in which the simplicity of diction was astonishing. 
Prabahini (1925), Purabi (1925) and Mahua (1929) \ 

poems were not free verse. The trail was again taken up in 
Parisesh (1932) and Punasclia (1932) along the lines of 
Lipika. Be it noted that after his return from Russia 
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in 1930, these were the first major works in poetry, jnst 
as the Balaka series were of the war period of 1914-18. The 
prose-poems had arrived at last, driven by deep urgencies. 
For some time, this perpetual youth continued to use 
poetic subjects and write prose-poems e.g., ‘ Camelia ’ in 
Punascha, that could hold their own in their new garb 
against the best in. the old. But he dared further, till 
we find him taking up all manner of subjects, including 
the waste-paper basket. It was not realism in the usual 
sense, because even through the least poetic of subjects 
Tagore would peep. The realism was of another sort: it 
was an acceptance of the object, a poetic affirmation of 
the firmer faith that an individual could grow only by 
relating the object to his personality. 

In other words, Tagore’s, objectivity meant now that 
personality should develop through a relation between 
the self and the not-self. Tagore’s ‘realism’ was a quest for 
freedom, away both from the dictatorship of the Word 
and of Things, but in democratic association with them, 
along the spiral path of progress, and in terms of perso- 
nality. From Punascha to his last works, like Bogsajjaya 
and Arogya (1914) it was a broad march to freedom, to 
directness, concreteness, compression and clarity.- Tagore 
had struck the basic vein from which prose and poetry 
branched off. * His Nishfal Kamana (The Fruitless Desire 
of ilfa?ias/a-1881). had become very fruitful, and his 
Manashi had been transformed. Was it transmuted ? 

The above is a bare, very bare summary of Tagore’s 
development in versification. Even then, we cannot 
fail to have noticed that Tagore more or less created 
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the language of liis poetry and constructed more or less 
a 'complete set of its structural laws through his practice. 
(May we add that his lectures and writings on prosody 
are still the best of their kind?) He repeated in his 
metres the history of the language of poetry and made "" 
new history by consciously drawing from the reservoir 
of folk-verse and rhythm and of common speech. 

It is not physically possible to discuss even all the 
important books of poems by Tagore within a short, non- 
schol'arly volume like this. There are many ways of choosing 
them, but from the point of view urged here, viz., the pro- 
cess of the whole, the changes in. the development of his per- 
sonality should form the selective principle. The first move- 
ment of the process has this psychological range — ^the self- 
sufficiency of the world of beauteous dreams to a percep- 
tion of its inadequacy, complacency with the riches of 
Nature to the contemplation of human relationship, and an 
attempt at a compromise between the physical and the 
human nature in terms of Universal principles like Joy 
and Harmony to the sensing of a particular principle, 
Jibdn-Dehata, guiding but not yet integrating his self and 
non-self. This takes the reader from Sanclhya-Sangeet 
■via Prabhdt Sangeet, Manashi, Ghitrangada, Sonar Tari, 
Ghitra, Kalpana, Naihedya, Eheya to Gitanjali (1910). 
The moods of this stage are various, and they are the 
ruling notes of the different books. In the next movement, 
more or less antithetical to the first, (not contrary, because 
early symptoms are observable), the theme is 
his pre-occupation with ‘ process.’ From process per se 
to the discovery of its contents in terms of the world and 
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of liumanity, as in Balaka, was a very important step. 
The dream-world was being peopled at last. As yet, 
humanity had been a state of mind, and not a felt physical 
fact. The onward, drive towards objectivity became 
noticeable in boohs of free or near-free verses, Palataka, 
lApika and Punascha. But the earlier attitudes which by 
now had been crystallised into ‘personality’ made him 
equate the call of objectivity with the challenge of the 
Supreme Person. And we come to his last individual 
poems starting from those of Parishes. In between,' 
Tagore had moved to and fro, as in Purahi, Prabaliini, 
Mahua, picking up his old trails and blazing them away. 
Therefore, the continuity, is not linear ‘at all. It is not 
an ascent through devious ways either. Poems of Being 
(enjojonent of nature, offerings to God, etc.) and poems 
of Becoming (process, God hankering after man, etc.) are 
both there. But there was a crisis deep down when one 
vei’ily passed into the other. It shook him into making 
the choice of subjects unlimited and the verse freer and 
freer, till it landed him into a new equilibrium, of course, 
with a tilt towards his initial premises. 

Apart from the story of Tagore’s development there 
remains the • question of appreciation. Today, there is 
hardly anybody who has read his poems in the original 
and denied their claim to greatness. Impulses differ, and' 
the author can only indicate his own reactions. It is 
really diflSeult to describe them, because the reactions 
themselves have been so conditioned by Tagore that they 
have become part of the author’s nature. Still, an attempt 
is worthwhile. Tagore’s poetry has created a world of its 
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own. This world is not physical, not rational, not intellec- 
tual, not one of categories and statements. It is primarily 
one of feeling, generally avoiding passion or strong 
emotions. The feelings are variegated, each one subtle, 
fugitive, delicate, sensitive. It is a world of galvanometers 
and creseographs registering the slightest reaction, not of 
the heart and the brain, but of some intermediate organ 
or some nerve-ganglion or some unknown gland from 
which the general awareness of beauty and sensibility 
is secreted. This awareness speaks in verse, in images, 
similes and metaphors, and volubly too. The lineaments 
of specific feelings or objects melt into one another, Nature 
(the nature of riverine Bengal) blending into the 
behaviour of man (the Universal man usually, the common 
man occasionally) and man merging into the Divine who 
is of course neither the Brahman of Shankar nor the Blue 
Lord of tlie Vaishnavite. This universe of sensibilities and 
of sensitive awareness is so complete in itself, so human, so 
beautiful and so joyous that it appears to be a counterpart 
of this universe, its substratum, its culmination, its abiding 
truthfulness. 

And then the easy flow of it allr The syntax is simple, 
no hard breathing is involved, only a catch at the throat, 
hair standing on end, probably a tear or two at the sheer 
beauty of vesture and the aptness -of the fit. The small, 
pieces are gems of ecstasy, erystally clear so that one can 
see through them; and the long ones are tapering flames 
waving at the breath of their own sentiments. • ' 

And then what a vision other poems open, of the land- 
scape of Bengal, (Tagore is the first nature-poet of 
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modern India),.' of the mind of a- ^child, . (Tagore is the 
master in this genre) and of the . wishes of the human 
spirit for: fraternity and harmony, of humanity and 
divinity, ages; all moods, both sexes have’ had. their 

^ vistas enlarged by this poetry. The combination of the 
subtlety of the mood with largeness and spaciousness is. one 
of the deepest impressions left by Tagore’s poetry. 

Such impressions can be multiplied ad infinitum. One 
likes to mention his historical poems, his national songs, in 
fact all his songs, his light verses,' his aphorisms, — they 
are a royal banquet in their munificence and variety. 

But there are other impressions too. The world of 
Tagore’s poems, we are not referring to the rare indivi- 
dual ones which are on the level of human suffering' but 
to the: impression which the entire corpus of his poetry 
leaves, appears to be a substitute one. Its verisimilitude 
is certainly of a higher order than that of magical prayer, 
of hypnosis, of illusion, delusion, hallucination, or of 
dreams. At the same time we do sometimes feel that it 
is not given to us to feel certain by his certitudes. We 
find it difficult to accept his notion of objectivity as 
instruments of personal development in answer to the 
challenge of the Supreme Person. For most of us today, 
objectivity has an independent and material basis, and its 
function is neither to serve as a framework nor as a tool 
of the subject. Today, matter is not an adjunct to the 
idea, and history is not a pageant or a Chinese seroU or 
a cinematographic succession. We too urgently want a 
world-view, but more in consonance with our experiences, 
private and public. Many private experiences have been 
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ground’ for the -poet of the new humanity. He also wrote, 
‘I do not trust iny own achievements.’ While in. No.' 10 
of .Arogya he called ‘ they who work ’ the proud inheritors 
of India, in No. 9 of the same hook he kept the Nataraj 
‘silent and, solitary.’ Why did his faith in the joyous 
Universe flicker as it ^d in at least three poems? And 
why did he stop following up the logic of Kalaniar (C.risis-;- 
an Essay), that remarkable. account, of Indian history, to 
its conclusion, which is., assuredly a linkage with the 
world? Was he afraid of the next ‘step? It will be argued 
that it was not the business of the poet. But then, the 
author’s conviction is that he was more than a poetj^and 
many others expected him to behave more th^ a 
poet, and eventuallj’’ he did behave like one who was more 
tlian a maker of poems. In any case, he could not abdicate 
his humanity bound as it was with his times ; he could 
not very well forego the man Tagore, the historical Tagore 
in the Poet Tagore. He did not want to do .it either, j&ow' 
else can one explain his deep conceim with the destiny' 
of his countiy and of the world, his exhortation to India 
to know the West and to the West to understand the East, 
and his diatribes against nationalism, the cult of power, 
and the dull, barren, arid standardisation of the machine- 
age ? Why did he himself point out the heightened World- 
consciousness of the Balaka poems ? The needs of the age 
had to be satisfied by him, and he knew that he had to do 
it. That 'Work could not be- done by anybody -else. He 
satisfied the needs of the age more than others did, and 
by Imagination.^ But is it possible to know this modern 
age without Historical Reason ? Its transmutation into 
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IV 

NOVELS AND STORIES 


1 TAGORE wrote twelve novels and a large number of 
short stories. Much has been written on the former and 
very little on the later. Tagore himself felt that it was 
unfair. So does the author. 

rTagore’s stories are to be classed with the best of the 
world’s, whereas his novels, however good they are, do 
hot belong to the order of the Russian or the French 
classics. ^Though his earliest novel, Raw Thahuranir Sat, 
“was written as early as 1883, and the last two, Malancha 
and Char Adhyaya, in 1934, yet he cannot be_^^^scribed 
as a ‘ professional novelist.’ Chokher Soli (1903), Gom 
(1910 — ^the Gitahjali year), Chaturanga and Chare Baire. 
(1916— the annus mirabilis of Indian literature, with 
Falguni and Balaka, all published in the Sahuj Patra), 
Shesher Kabita and Jogajog (both in 1929) are the 
volumes on which Tagore’s reputation as a novelist de- 
pends. Each one would be building a career anywhere 
for anybody, but none with the probable exception of 
Gora would be called great. Even Gora has a .number 
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of loose ends and the conclusion is weak. Structurally, 
Cliolihcr Bali and Chaturanga are much stronger, though 
their ‘ body ’ is thinner. In Ghare-Bairc, the jumpiiiess 
at the end does not correspond with the slow evolution of 
the psychological conflict and bears only a seeming rela- 
tion to the flow of rhetoric. Cliar-Adhguga has no 
mid-rift‘. Shcslier Kahita is a tou)' de force of style. Tlie 
foregoing remarks are not meant to suggest that the 
defects in novel-construction arose out of Tagore, the 
Poet. Nor do they insinuate that the novels are unworthy 
of him. There are very pertinent reasons to believe that 
Tagore could and did separate the poet in him from the 
novelist. Even the less successful novels did reveal flashes 
of genius, e.g., his deep understanding of the psychological 
situation between two or three individuals. It may also 
be held that he is the greatest Indian novelist. What is 
submitted here is that that standard is not enough. Tagore 
is of the World, and for him world-standards must obtain, 
provided that they do not run counter to his principles 
of creation. His principles were no doubt separate, but' 
certainly they were not opposed to those of Tolstoy and 
Dostoevesky, even if we exclude Turgeniev, Balsac, Sten- 
dhal or Flaubert, Fielding or Dickens. The chief charac- 
ters of the first two novelists are also primarily interested 
in the development of their ‘personality’ (not indivi- 
duality, please), as Tagore’s characters are, but is it 
possible to maintain that the equals of Andrew, Pierre, 
Levine, Alyosha, Nehludoff, Muishkin, even of Turgeniev ’s 
Bazarv and Maria, in the roundure of being and in the 
intensity of becoming, are to be found in Tagore’s novels ? 
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Even- the spirituality of the two characters, Paresh Babu 
and Master Masai in Gora and Ghare-Baire is not of ,the 
same level as that of Father Zossima or Alyosha. No, no, 
to maintain otherwise is patriotism, and not appr^iation. 

What then is the reason? It is deep down.?" Tagore’s 
faith was in spontaneity. Negatively, he had protested 
agaiusf ail lands of barriers, of tlie family, (specially 
those erected by the mother — ^the contempt. for the ‘babies’ 
is -profound), the caste, the rituals, the group, the party, 
the nation, the administration, the machine, and also of 
idealism. The protest was personal and public. His 
family’s peculiar position, his own status therein, his 
Upanishadie inheritance, his self-education and the 
objective situation in which he fgund himself, in their 
totality, made him believe in and draw from an inner 
fount of creative impulse. As in literature, so in music, 
painting and dancing, he was always keeping a jealous 
guard over the purity of the creative urge.”’ His instruc- 
tions to the teachers at Shantiniketan were' grounded on 
that belief and that practice. Not that he was blind to 
the virtues of discipline. His own daily life that began 
often at four in the morning and ended at twelve at night 
was rigorously conducted. He would exhort the students 
of Shantiniketan to cultivate the obstinacy of self-control. 
The seventy years of his conscious life were a long-drawn 
exercise. . And yet, it was all sel/-eontrol, seZ/-diseipline, 
seZ/-possession, and seZ/-development. In the political 
sphere also, he referred to the Indian genius, the ‘perso- 
nality of a country, as the premise of growth. Obviously, 
such an abiding faith reflected itself in his other convic- 


105 


tions. His idea of the process, for example, was at first of 
eontimious movement. Once connected with his idea of 
personality, this idea became Creative Unity. It 
was, for him, a synthesis, no doubt, but if we look into 
the sources of the Unity, we come to the spontaneous 
creative urge of the person responding to the challenge of 
the Supreme Person who, for him, was the Artist, the 
Player. For Tagore, no other force operated but this as 
the source of the process and the impulse behind its laws. 
Therefore, j Tagore sized up the problem of artistic crea- 
tion as oiie of releasing the dormant energies of the 
person.: Naturally, his principle of artistic appreciation 
also was the discovery of the unfettered prana and the 
tracing of its easy uufoldings. He was impatient of the 
‘drudgery’ of craftsmanship, though without knowing 
(and admitting) it, he was a master-craftsman. His 
advice to the artist and the critic could be thus framed : 
Take the whole raga, understand the spirit, the 
rhythm ; — deliberate, willing and conscious artifice 
never gave the clue to the whole, to the guiding 
motive and the binding religion of a work — personality 
alone can do so. It was laissez fair'e in Art. No wonder 
that it occasionally became laissez-aller in that sphere of 
arti.stic activity, viz., novel- writing, where there is greater 
scope for freedom in the development and arrangement of 
characters and situations, in the expression of opinions, 
and in the conclusion. The faith in creative 
urge and unity iii personality exacted its penalty in the 
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uncertam engineering of the novels. (One or two anarchic 
results in Bengal of this emphasis on spontaneity will he 
mentioned later.) 

Within the limits indicated above lie all the merits 
of Tagore’s novels. If their social context is not an 
integral texture, it is the inevitable backgrpund. It posits 
problems which are reflected in the characters, in their 
talk and action. jThe degree of intrusioii of the social 
problems is the highest in Gora.} Neo-Hinduism vs. true 
spirituality, nationalism vs. social responsibilities, caste 
vs. the larger groups, and similar conflicts are all there 
to extend and flU the canvas. The characters, Go ra, 
Sueharita, Binay, Lalita, -JParesh Babu, Xnandamoyee, 
discuss them. tlu:eadbare, not as intellectual, .pastimes 
but as occupations pf_ life. Here is charity and 
a high degree of intellectuality hitherto unknown to 
Bengali literature. While the characters are talking 
away, their psychological situation develops till we 
find them emotionally committed to one another. The 
slow seeping of emotions to demolish the structure of 
thought is one of Tagore’s specialities. His instinct for 
the emotional disposition ..of .Joye is une rring If its con- 
cluding stage ends in the female’s, self -prompted sacrifice 
in the higher interests of the male, the early stages receive 
the full attention of his genius. For sheer delicacy of 
conduct and purity of sentiments there is nothing to com- 
pare with the bashful, jasmine-stalks of Tagore’s maidens. 
Passion Tagore abjured after delineating Binodini in 
CJioJcJiBv Bali j only once in the cave-scene of Choituvanga 
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Is the (larlc, ‘ uboi'ij-'iiial onni.sh of Oie htsisi ' rafutioneil ; 
he removed all the dross rnan l<.»v»*, ovi-rlaid it v/tih all 
manner oi’ ntsit, as pi Sluslnr Knhitn ; h** .'>u:':r»‘ -tvd t/x 
only thriee, twiee in Jofidjotj and (un.’e in (Ihnri hist 

esieh ease was meant to show tin* hnite, in Madiin'.iuhm 
and Sandeep. Still, the silent adoration of nehnri for 
Asha in Chohkcr lUill, the umMinseious atiraeti«>n of (!ora 
for Sueharita in (Inra, the nnobtriisivir loyalty of Srite- 
bilash to Damini in duituviinijn, the wilful liquidation of 
Kitty in Shcslur Knhitn are sutlieieut eompensation in 
ernis of artistry. These eharsflers, however, are not left 
") float in their •'ossamer relations. Taittire Inul onee 
written an esssiy — A'n/i//r ['jnkshiln (The Xeudeeied in 
Literature) Jiiul friven a ma.sterly analy.sis of the nee.isional 
charaeters like l-rmila in the linunvjnnn, Anashua ami 
Priyambada in Shnlntnlnln and 1‘airalekha in KnAnta- 
bari. Tagore loved the subsidiaries of life's stories and 
gave them life by a few deft tonehes. These livini: tMva- 
.sionals give a new dimension to Tagore’s novels. Without 
the.se Martha's, his Mary’s do not shine. 

In illustration of the ii.syehologieal development, the 
ease of Saeheesh in Chniurnntjn (Knglish Trans: 
“Broken Ties”) may be analy.sed. We see him til’s! as 
an ardent dLsciplc of his uncle dagmohan. a brilliant 
characterisation of the positivist-humauist, a type that 
was prevalent .in the Bengal of the latter half of the 
XIX century. The uncle had brought up a girl 
Nanibala who loved a rake and bore his ehihl. Xot all 
the care and persuasion of the uncle couKl di.ssuade this 
young woman from continuing to love him. When she 
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dies by her own hand, Sacheesh begins to question the 
intellectualism in the idea of ‘ service to humanity held 
by the uncle. At his death, Sacheesh swings over to the 
opposite pole and forgets himself in a personal devotion 
to his guru, Swami Leelahanda. Now it is rasa that 
will fulfill him. But two things happen. There is a 
young wilful widow, Damini, in the ashram, whose 
fflaiTTi to its membership is not strong. She is not parti- 
cularly devoted to the Guru' who is the usual type 
believing more in increasing the number of his followers 
than in their spiritual uplift. Damini has seen through 
his materialism and spies Sacheesh. The woman's love 
for the concrete, the personal Sacheesh grows while 
Sacheesh pushes on to his quest for selfhood till Damini 
throws herself at Sacheesh 's feet in a cave at night. 
Sacheesh kicks her away. This abandon of Damini and 
a minor incident in the life of an occasional character, 
another inmate of the ashram, raise doubts about the 
limitations of the capacity of rasa to integrate the human 
soul by itself. Sacheesh leaves Damini. Damini is given 
by him in marriage to Sreebilas, another secondary 
inmate of the ashram, but one who is of the same order 
of Damini. Damini dies, Sreebilas is perturbed, Sacheesh 
lives on, a richer and a quieter man. Every important 
character in his beautiful book becomes a person. It all 
looks spiritual ; in a sense, it is ; but then, it is not the 
cerebral novel we know of in other literatures ; it is 
very real in the drive of an urge which Tagore believed 
to be the only urge, and which, Tagore, in the usual 
manner of self-identification, -selected to be the urge in 
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the life of his hero; It does also appear to be somewhat 
selfish or self -regarding on the part of Saeheesh, but 
Damini, on her part, realises . herself . We are not sure 
if .it is the womanly .way to cherish a spurning, with a 
kick to boot, but Tagore’s view about the woman’s part 
iu relation to the man is to release him,, thereby 
realising herself^J The torn page of the Upanishad 
which flew at the Maharshi contained the line ^ tyahtena- 
l>hunjitha/ enjo3Tnent through sacrifice. It may or may 
not be a middle-class notion, . it is certainly not a com- 
radely one. But then it. i.s_ there, not.only.,in XJhaturanga, 
ut.in. all the novels of Tagore. (And naturally, of Sarat 
/^Chandra Chatterji’s too),. Once we accept it as a premiss, 
ChaUiranga is a work of art without blemish. Its com- 
pactness, its tensions, its unity of design make it un- 
doubtedly the best novel of Tagore. He would write a 
more .brilliant one, Shesher Kabita, with its glittering 
dialogue • between sophisticated individuals and its 
marvellous diction, but here, in Cliaturanga, there is no 
looseness, no rhetoric, no touch of the miracle-man, the 
magician-artificer, , anywhere. 

We have departed from our method of dealing with 
the totality of Tagore ’s . works and avoiding^_^^ of 
the particular. But the temptation was irresistible. 
Let us comC' back. Tagore’s novels have certain com- 
mon features which mark them off from those of Bankim 
Chaiidra Ohatterji. The latter was a path-finder and a ' 
first-class intellect, that had absorbed the then current 
thought of ■ England. His grounding in Indian thought 
was weak at first;; when it was surer, even then he did 
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not possess the. alchemy by which « the romantic attitude, 
the • strong note individualism, the' radical fervour, and 
the positivist rationalism which he^ had imbibed from 
English literature could ' be compoimded. with, his other- 
wise classical mental structure, his knowledge of the 
Hindu society and its obligations. . It ended in his plea 
for a neo-Hindu resurgence. Like Michael Madhusudan 
Dutt,* Baukim the artist remained a divided being. 
Tagore was more- lucky. His satTmatipn jjrit^ Indian 
traditions was deeper ; hence, h^ could more easily assi- 
milate a bigger dose of Western , thought. (He was au 
extraordinarily ‘. weil-read ’ man). 

Along with the difference in the mental make-up, 
there was the fact that in the nineties the social issues 
had become comparatively fixed. Tagore’s first two novels 
were written under the shadow of Bankim Chandra, but 
soon after he was free to deal ■ with the problems that 
he knew. In no sense can Bankim ’s novels be' called 
problematic or intellectual, but Tagore’s novels definitely 
are. It is not suggested that Bankim was not aware of 
the problems ; that charge cannot be levelled against one 
who indicated the unrootedness of the new educated and 
professional middle class, who emphasised the utter need 
of the mother-tongue for national growth, who pleaded 
for the rights of tenants and for equality. AH ' that he 
did and much more in his remarkable essays. . His 
novels, however, do not betray these beliefs. Tagore’s 
do, not realistically, but intellectually. This • advance 
■was.^;^ t o^ the m aturity: of— th e problem s rai^~~lT^y 
the Bri^E''rTfier^frBanym’s nationalism led to BaSe 
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Mataram and the vapourings of Andnd 'Math, Tagore’s 
nationalism led him to recognise its' contradictions and 
to .Vmva~l)odh (a feeling of the universe), equally vague 
if you like7 yet Ji step ahead. India had been linked up 
with the world for good or bad by the first quarter of 
this century. Similarly, whereas Saibalini’s (in Bankim 
Chandra’s Chandrasekhar) departure from the social 
norm of the Hindu female was just a faint glimmer of 
lie woman’s right to love and choose, Binodini’s 
[Chokher Bali), was a more conscious revolt. Still, Bino- 
iini the widow’s rejection of Bihari’s offer of marriage 
vas on the plea of Hindu customs. Prom Binodini to 
^ inu (Palataka) and the wife (in the famous ^Yife*s 
letter — a story in the Sabuj Patra), from Kamala 
{Nauka Duhi) to Sucharita (Gora), Damini (CJiatu- 
ranga), Labanya (Shesher Kdbita) and Ela {Char 
Adkyaya), it is an evolution into the t 3 rpe of woman that 
we find to-day, among the upper middle classes at least, 
deeply concerned about the rights of her personality. These 
rights also include the physical, e.g., Kumudini’s revulsion 
at Madhusudan’s approaches, in Jogajog. Unfortunately, 
this consciousness of Tagore’s women is familial, not exactly 
social, in the larger sense of the term. They do not know 
their role in the making of India. They remain ignorant 
of the fact that they belong to the same spurious class 
as those whom they love, that they are one with them in 
being parasitical. Naturally, they talk and act as is v 
worthy of a separate species (of the same genus), the ' 
female, whose part in the affairs of spirit is the converse 
of their part in the biological, viz., to cast the seed in 
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order that the. male may conceive in. ease. . The charge is 
not- against Tagore ’s' females as such. It also sticks .to 
the males. '.Otherwise/ Gora could have been de-elassed 
instead of being uncovered as an Irish eliangeling, Saeliish 
""could have tried handling the social content to. stabilise 
once for all his thirst for riqja when intellect and rasa 
had faded consecutively. At least, Amit Ray {Scsher 
Kalita) could have been a fashionable Communist ; he 
had nearly all the qualifications, including a foreign tour, 
a long purse, and plenty of impulse, an ignorance of 
Economies and an innocence about Indian culture. 
Tagore’s times, we must not forget, were latei; ; the 
undifferentiated middle class -of Bankini had become 
differentiated from the rest of society. But in the later 
periods of Tagore, the middle class became mobile. The 
more mobile it was getting, the upper the stratum and 
the more sophisticated the attitudes that Tagore began to 
take for his province. The style of his novels also became 
less simple, and occasionally twisted fol’ the pleasime of 
virtuosity. Contrasted with this, the style of his stories 
and his poems was becoming simpler, more, direct and 
incisive. This only confirms the -view mentioned before' 
that Tagore was not quite a ‘ professional ’ novelist. 

Though Tagore’s latest volume of short stories {Teen 
Sanffi—Three Companions) bears unmistakable signs of 
the Sesher Kalita style.and content, yet the second story, 
Shesh Katha opens with all the artistry of the earlier 
Tagore. £Tagore thc'^ story-writer is a . master-craftsman; 
The beginning, the middle and the end are clearly con- 
ceived; (There,, are exceptions,- no doubt.) Almost every 

. H 

113 



TAGORE 


story has a plot. The style is one of narration, and 
never errs on the side of over-statement. And the con- 
tents, particularly of the pre-Sabuj Patra stories, range 
from the village post-master and the poor private tutor 
to the dying aristocrat. The variety of his village charac- 
ters is simply bewildering. He knew the petty bour- 
geoisie through and through. Of course, it Avas in their hu- 
manity that he was interested. Still, nobody who has read 
his stories can accuse liim of class-leanings. Who else 
introduced the de-classed in our literature ? It was 
Gorki Avho said that all Eu.ssiau stories came 
out of Gogol’s ‘ Cloak’; .similarly, nearly all Bengali 
stories, excepting those of Pramatha Chowdhury and 
a few moderns, have come out of the matrices hidden in 
Tagore’s ‘ toga,’ 

These matrices are quite a number. Some centre in 
moods, sentiments and atmosphere, others emphasise 
character and temperaments, and a third group deal 
with problems. The first two engaged him for about 
twelve years round about the nineties of the last century, 
and the third the second decade of this. In those days 
Tagore would frequently visit his estates in North Bengal 
and spend months in the house-boat on the Padma and 
its tributaries. The strong feeling for nature, the concern 
with the commonplaces of day to day life in Aullages, and 
the sudden revelation of humanity in the least expected 
of situations and the most neglected of creatures mark 
the stories of this period. His creative soul was then 
responding to the call of the Real, rather than to that 
of the Supreme Person, and hence, probably, there was 
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more of ‘ realism ’ in those stories. The stories of atmos- 
vL, e.,., Stones, mgkt, The Skeleton,^. 

of a aiflerent genre. They are not macabre, nor are they 
tales of horror and 'mystery. The ordinary himan 
element still remains the axis to turn the supernatural 
roxind itself. Otlier stories of this tjTpe, {Secret callh, 
Transferred Property) take off the weircluess by the 
dexterity in plot-weaving and a inatter-of-faet style. 
There are instances of penetrating psycho-analysis 
{Jjiving and Dead, Maniliara). That great story 
neerh* ends this epoch and begins the new one. It 
registers an important crisis in every sense ; it starts 
the problem-story in Bengali literature. Wifc*s Letter^ 
Number One, Patro 0 Patri Na-manjur, and The Uncle 
(the first part of Chaturanga) are a class apart from 
such stories as Megh 0 Pudra, Pashmoni’s Son, Didi, 
Post Master, The Teacher, Kdbidi-walla, etc. The new 
ones are . essentially problematic and intellectual. We 
miss that old union with nature, that type of the lovable 
occasional character and that emergence of human 
significance out of the trifling. Now it is not so much 
love as understanding, not the reality of living as the 
process of growth, not acceptance but refusal, le. to 


say, now it is a new note of protest against the injustice of 
abstractions and institutions on the ground of person- 
ality. ‘ Contrast Bicharak (The Judge) with Wife*s 
Letter, and the newness becomes evident. It was certainly 
another reflection of the crisis brought about by his 
deeper understanding of the world situation as evi- 
denced in different ways in Balaka, Personality, Creative 
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IJnitij, (lora anti (iuhi'c-Iiahire, etc. 

. Two remurk.s nui.st needs la: inailc hci'Dre lliis hvetion 
f is closed. It is not proper to eon-sidfr Tau'onr’s stories 
as essentially lyrical. For au.u'ht w'c know, the brst- 
European anti American .storie.s of tin: thirties arc also 
lyrical. Air. II. H. Ilatc-s, a ctaapclenl worker and critic 
ill the lieltl, writes thus alaint the fntnrc of tin* short 
story. “ Ent the vitality of its pru:,'r»v:.s will dcpirnd 

then, as alway.s, on its eotiratrc in .''ealitii' wh.it Mi'.> 
Elizabeth Bowen ealls ‘ peaks of eonnnou esja-ricnec ’ 
and of inovinir ‘ jiast an altitude line to {.uj-rry.’ " i;; 

other words, all yood short siorie.^, in liieir .vleeiive 
Yeonomy of material.s, the unity of lic.-tiya and mood, the 
-swift onrush of seutimeut ami tin: douiinau'-c of one 
tempei*, arc, .so to .say, poetical. But poetry !'« not the 
.same thinpr as lyric vcr.se, nor i.s 'raerore’s poet!”.* identi- 
cal w’ith the lyrical. 

The .second remark is of a more ;4eneral nature. 
Tagore's storie.s, it is our convielion. belong to the order 
of the be.st French and llu.s,sian ono.s. lint there is a 
■vital difference. The Ku.s.sian elas.sics have a ea:u!oi;i* 
• of the soul, the French have a eamlour of the uiiml. ami 
Tagore’s liave a eandour of feeling. If we aiv asiiumed 
of feeling, Tagore’s stories are not for us. If we irave 
; no such ob.session, they are with the be.st in the Wiirld. 
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DRAMA, AND MUSIC 


IP we reduce Drama to the conflict of characters then 
Tagore’s genius cannot be called dramatic so runs au 
opinion. But then, we will have to exliule liuja 0 Itnni 
(King and the Queen), (Sacrifice), il/nlini. Grikti- 

prahes, Sodh-loth as well as a number of brilliant comedie.< 
like the Goray Galad, Chira Kumar Sahha, (Bacheloi-s’ 
Club) Baikunther Khata and certain one-act pieces in 
Easya-Kautuh. These have nearly all the elements of the 
drama as we Indians have been taught to recognise. All 
of them, except the neglected Malini, still draw big 
houses. Again, Post Office and the Baja are frequently 
played by the high-brow among the amateur dramatic 
clubs. So long there is a girl who can squeak and twist 
her arms, Nateer Puja must be played in the towns of 
Bengal. In addition, the dramatic verse dialogues, like 
Gaudliarir A.hedan, Kach 0 Eevjani, and particularly 
Ldkslmir PareeJcsha are the usual repertoire of the 
students. Besides, the Falguni, Achalayatan, Saradotsah, 
Baja, MuUadhara (Water-fall) and Bakta-KaraU have 
all been brilliantly nlayed-by the Shantiniketan group. 
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TAGORE 


dramas of Tagore, are the semi-esoterie phrases still being 
actually spoken by Indian saints' known and unknown. 
There 'is nothing of strangeness about them except their 
unfamiliarity to modern ears. When Synge and O’Casey 
‘i^e them we hear the Irish ..soil singing ; if Tagore uses 
them, we must call them mystical and symbolical. Tra- 
ditional directness has become completely foreign to us. 

One of the clues to Tagore’s earlier dramas, the conside- 
ration of which on the earlier 'European model is per- 
missible, is offered by the spoken Terse of the dialogue. 
Tagore was using the blank-verse and teaching it to 
speak better. What with Michael Madhusudan’s and 
Dinabandhu Hitter’s verse-dramas and the poetical forms 
of the people’s dramas, it was not quite an innovation. 
(Tagore seemed to have remained oblivious of the dramas 
of Giris Chandra Chose and the metrical forms he had 


used in his mythological ' plays.) On the other hand, 
Tagore could not but realise that the verse-form alone 
could have a wide appeal, and not the- prose of the prose- 
dramas of the first two writers, e.g., Neel Darpan and 
EJcai M BaU Sabhyata. (Is this Civilisation ?) ■ which 
only commanded the limited allegiance -of the educated. 


The very semi-historical characters of Tagore’s dramas 
demanded poetry to ' support' their dignity, sentiments 
and feelings and the slow tempo of their royal action; 
Thus .we find Tagore using flexible,' dramatic verse in 
BalmiUi P.rativa, Mayar Khela, Prakritir Pratisodh, Baja 
0 Rani, Bisariaii: and’ 'MaZwi'i— in fact all the earlier 
pieces. Occasionally, poetry would* yield to music. as in 
Alayar Khela, but by and large it remained the dominant 
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form. Til no caso, as u unit, diil the poetic drama sulTer 
because of poetry, tlic vebieic deliberately ebo.sen. 
Another clue, wliieli is particularly [iroper to the 
dramas bej^inninj^. with HarudolHab and ending in 
h'oltjuni, written more or le.ss in consecutive years, Is 
to be found in one iiregnant sentence of Tagore in a 
liengali article, ‘ ^ly lleligion.’ After stating that the 
theme of all these dramas is one, he writes : ‘ The soul’s 
cxp}.*es.sion is Joy, for which lie (man) can accept Sorrow 
and Death ; he who avoids the path of Sorrow in fear or 
laziness or doubt is denied that Joy in this world.’ It 
is a derinite reiteration of his rejection of the cult of 
beauty, (cf. his poem JCbnv pltiruo moir. . . .Turn me now 
away). What is more, it does unfold the nature of the 
con diet that 'ragore understood — on the one hand, the 
fact of the assertion of the soul to e.xpress itself in joy 
by virtue of its nature, ami on the other, the facts of 
sorrow, the states ■ of fear, doubt and indirt'orence. A 
second conflict runs across the first ; the elo.sure of man’s 


senses by man’s own injunctions and appetites versus 
the urge of Nature through the call of Seasons to open 
the senses in order that men may meet one another more 
intimately. 'When the two condicts are managed well, 
the drama becomes eminently playable. The Post Office 
is the best example of this exeellent carpentry. AVitli these 
clues we can understand why there must be a young 
boy (Amal) or girl (Aparua) in nearly all the dramas, 
right from Pndikir Parisocl to his last plays, why there 
cannot but be. a rebel of an old man (Dhananjaya preach- 
ing non-co-operation, no-rent campaign and civil resistance, 
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Tliakurdacla, Dada-Tliakur,! Baul) whose boon companions 
are the children and the young, why the seasons, parti- 
cularly, the rains, autumn and spring, burst forth and 
splash colour all over-the plays, and the moon or the 
sun rises at the end, and why death has no terror in 
Tagore’s I dramas. 

We do! not suggest that these two clues can disburden 
us of the responsibility for ascertaining the appropriate- 
ness- of the ‘means adopted. On many occasions we find 
that the feelings have no ‘ objective correlates.’" The 
characters do, no doubt, talk in Tagore’s language, but 
the question may be asked in what other language but 
Shakespeare’s did the Fool and the Grave-digger speak ? 
Still, the wisdom of the talkers is not always bent to the 
needs of the drama. And then, we feel sometimes that 
the confiict is not being left to us to resolve and that 
Tagore has assiimed our task: In the plays of . mood, 
suggestion is the thing, as in the Cherry Orchard, or the 
Blue Bird, or the Sunken Bell. But why should some 
character in Tagore’s dramas take up upon himself to 
give us the thread, and’ a thick one at that ? Probably, 
Tagore was not certain of his audience ; it may also be 
that he had been over-conditioned to believe that he was 
the Poet and the Prophet ; it is also likely that his con- 
ception of art was partly didactic, pace his own state- 
ments to the contraiy. In any ease, he was always, chang- 
ing the names of his dramas, recasting them, not always 
for the better, and adding new songs, not every time with 
reason. Sensitive inan that he was, he . was, possibly, 
driven to doubt his genius by his ci-ities who pronounced 
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the dramas as undramatic. . But ' we ,feel that he could 
well reply that poetry was the mother of Drama, that 
the unity of the mood transcended the. diversity of rela- 
tibiis among characters, that; the reality of feeling per se 
was not' of an inferior order 'to that of emotion per capita.' 
That ‘he did not say all this and much more in his. inf 
imitable way is a loss to dramatic criticism. If he did 
say it, it was in an apologetic manner. Tagore was kept 
on the defensive by our philistines. .One more . minor 
» criticism ; some of the speeches of the later dramas, like 
'} ‘ Red Oleanders^ read to-day like [pamphleteering on the 
stage. It is social consciousness obtruding itself upon 
the unity of design. The difference between Nateer Puja, 
and Chandalika or Aclialayatan should make this point 
clear. This problem of untouchability was close to his 
heart, and he had tackled it in a number of his works. 
But in Aclialayatan 'and Chandalika, it loomed so large 
that the artistry was diminished. The relation between 
Panehak and Mahapanchak, one a rebel and. 'the other 
the spirit incarnate of conservation, pales by the side of 
Panehak 's advocacy of the untouchable’s case. No wonder 
that the Hindus so violently re-actedj Their reaction was 
re-inforecd by the failure in workmanship. The fact of 
the matter appears to be this : In his dramas, there are 
two levels; one, that of the people, where the language 
is simple, responses the stock ones an.d the technique of 
presentation fairly firm, and the other, that of ideas of \ 

which the language is poetry, the interactions subtle, and 
the presentation sophisticated. Joining them are certain 
agencies like the simple humanity of the child and the 
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young and of the vagabond, and above all, nature, -whieb 
is a definite character in Tagore’s dramas. When the 
audience are lost between the two . levels the connection 
is missed and, the. play becomes'* mystical.’ In a sense, 
it is tbe defect of the audience, in another, it is traceable 
to Tagore’s uncertain traffic between the two levels. He 
was too civilised to throw sophistication to the wind and 
commit himself to the rural forms of the drama. We 
almost think that if he had not been . compelled to take 
his troupe out and only confined himself to the open air 
of Shantiniketan, he would have done it. Then we would 
have had Eurhythmies at its best. 

One very important secret of the hold of his dramas 
over those who have seen them performed by the 
Shantiniketan parties was the stage-craft. The author 
did not see the pre-Shantiniketan performances. The 
records are ecstatic, but they lack details. The Shantiniketan 
shows, at Shantiniketan, in Calcutta and other cities, 
were works of art. Tagore’s own contribution was to the 
conception and the rehearsals, Nandalal Bose and Sur-en 
Kar saw to the design and the execution, while Mrs. 
Pratima Tagore was in charge of dress. In Calcutta, 
Gaganendranath and Abanindranath actively collaborated 
in production and acting. And so did Maui Ganguly, 
Sukumar Roy, Asit Haidar, and many more. Tagore 
himself acted; once he took half a dozen parts, and the 
author has seen him in three after a month’s strenuous 
supervision, and tuition in rehearsals. The stage-craft 
was a combination of the natural with the symbolic. Thus, 
to convey • the atmosphere of a cottage, the thatched 
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verandah would have bamboo poles, the dried grass, the 
creeper, the beaver-bird’s nest, and the typical rural 
hangers for the coloured earthen pots. There would also 
be alpana (women’s decorations with rice-paste) on 
the floor and one or two Kalighat ‘pats’ (pictures). But 
then, . an ordinary character would appear in the dres.s 
of by-gone days, with head-dress and a fatua and wooden 
sandals, (the curd-seller ' did once appear in scarlet 
Benares silk in The Post Office)^ a prince would stalk 
hi gorgeous array, yet with a general historical eonfor- 
ity, light Avould elliilge or fade, colours of saris would 
biu'st, and some symbol would be placed at the corner 
‘ to pull naturalism out of its ruts of familiarity. And 
then the music, a song in solo, a flute with its plaintive 
note or the esraj (dilruha) with its melancholia would 
streak its way through. That was one type. Another was 
of Falffuni and Tasher Desk (The Countiy of Cards). 
Their production was simple and syhibolic. with the 
minimum of stage-properties. (Probably symbolism is 
not the word. Tagore, in his Poetry too, evoked images 
more than, he created symbols.) Naturalism was not re- 
jected, it only quietly receded. In Saraclotsah and Falgmii, 
the stage was kept free for the boys and girls to romp 
about, with no artificial proscenium, no false impedimenta 
to hamper them. The impression of open air was effee- 
tiyely created. In Tagore-produetions, ' space- was the 
main thing. If walls were necessary, screens, (not cut or 
painted scenes) would do. The most flashing dresses, 
usually were patched up odds and ends used by the poor 
people, and they cost very little indeed. "When Tagore 
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entered, ’ say, as the Blind Baul with the single-stringed 
instrument used by the peripatetic singers of .India’s 
countryside, light played on him in a way that made 
him look still taller and the stage larger. His dress, was 
just , a toga. The composition was triangular. Similar 
effect was created in Cliitrangada when Tagore sat in 
white silk before the footlight. in one extreme corner 
reciting the Vedic mantrams when Arjuua, met Chitran- 
gada in wedlock. . Tagore was the father of the modern 
Indian,, stage-craft. , 

From drama to music should be an easy step for one 
who writes on Tagore. In fact, the two are inseparably ' 
linked in him. The boy Tagore was composing words 
for melodies at the behest of his elder brother ; the young 
Tagore wrote thej two musical dramas Balmiki Prativa 
and Mayar Khela in which he sang and acted ; the adult 
Tagore was always singing, in drawing-rooms, in parties 
and conferences. He set the first tune to.Bande Mafarapa 
and sang it. His first poems were called Sandhya Sangeet, 
Prabhat Sangeet, Saisah Sangeet, and the first collection 
of songs, Babiechhaya, was published in 1884. About 2,000 
songs are credited to him. He used to say that, he was 
never so happy as when he was composing songs, and that 
he would be, and would like to be, known as a maker of 
songs, the Baul. So does Dr. Abanindranath, his nephew, 
think. Who can speak better on art and on Tagore and 
on Tagore’s art? On the other hand, his dramas are full 
of songs, some are only songs and nothing else. There 
is a deeper connection between Tagore the composer and 
Tagore the dramatist than what appears on the surface. 
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Poetry certainly, but it is not poetry merely. Tagore^s 
musical compositions cannot but help the drama because 
ol the very nature and nurture of his genius. 

The nurture first. When by the eighties of the last 
century the musicians came out of their sheltered exis- 
tence in the feudal Durbars, they were received in the 
courts which the new rich were seeking to establish. Cal- 
cutta was then the cosniopolis and attracted both the new 
rich and the experts of the country. Bengal had a faint 
^ » ickle of Hindustani Music, the Bishunpur style. The 
wo Tagore families became the centres of revival in music. 
In Rabindranath’s own family ‘iistads were maintained 
for the benefit of the younger members and also for the 
devotional needs of the Adi Brahmo Samaj. Regular 
instruction in music, the monotonous meaningless minutiae 
of which we know only too well, was not well-received 
by any of the Tagore boys ajad girls. European music 
was also popular in the family. The result was an 
education in the musical sense rather than in grammar. 
Room was thus left for experiments. That eternal truant 
began to discover himself in the newly found freedom. 
Tagore’s musical sense was sharp without his knowledge 
of music being technically accurate. Throughout his life, 
he retained his love for the classical Indian' music, both 
Hindustani and Karnatic. lie was also one of the born 
listeners. Peace would well out of him. It was the closest 
approximation to dhyana. 

The saturation with the traditional style worked itself 
out in many ways. Dhfupad, with its four movements, 
its straight dignity, its .simple and large rhythms, its 
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insistence on the purity of > pronunciation and the . worth of 
sentiments, and at least, two of its peculiar almakars mz., 
mid and gamak (.the slow: glide and the abrupt jump with 
deep breath), and a nitmber of appropriate tals : (rhythms), 
~e.g., Chautal, JhaptaV,. Teora mainly, fixed the structure 
of Tagore’s earlier compositions. His religious songs and 
choruses were almost invariably Dhrupadic, which was 
only in the fitness of things. Some of his later composi- 
tions also bear unmistakable signs of Dhrupad. Secondly, 
the melodies he selected were mainly the classical ones, 
as in the Bishnupur style. Some of them to-day have 
become rare and a research student in music could do 
nothing better for rescuing the rare ones from oblivion 
than to search among the old notations of Tagore’s songs. 
But, usually, these melodies were about fifty, which is 
about the number used by the experts. Thirdly, he gene- 
rally accepted the time-theory of classical music by which 
a group of Eagas would be assigned to a fixed period of 
day and night. The main seasonal assignment he also 
followed. Thus the Mallar types for the rains, Basant 
and its analogues, Kafi, Sindura, etc., for spring, came to 
him easily. Here too, it was free orthodoxy. Fourthly, 
tankariab, hatwara and other decorations of Kheyal, and 
the almost physical iUustrativeness of Thumri in the 
name of expression, he avoided. (Maste^ artists of those 
days never, used them. Even to-day, in their austere 
moments, they reject them.) This, however, is only the 
general infiuence of classical music on Tagore. It should 
not lead one to suppose that he was a child in the arms 
of the Ustad. Songs of departure and revolt appeared 
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early in. the day; In Balniilci Praiiva and Mayar Khela 
he introduecd Irish melodies and re-formed Hindustani 
melodies for, the sake of dramatic action. To. certain set 
compositions of. the Sitar (stringed instrument) also 
words were set. -Though his East-West synthesis, in 
mnsic came oiT not badly, he was never happy with it. 
The experiment with instrumental compositions was a 
success. But he left it. Tagore rejected that bastard 
^^instrumentj.the harmonium, very early. The Veena he- 
gloved most, but, Yce/i/cars were not available, and he made 
use of Esraj (J)ilntha), an effeminate instrument, for 
accompaniment. Sarangi, the perfect one for the pur- 
pose, Avas as yet taboo for its associations. . 

Soon it appeared that the fixed modes of Ragas and 
Raginis were not enough. The urge was common to his 
poetry, his dramas, liis novels, his short stories no less 
than to his political and sociological essays. They all 
betray breaches in his earlier faith, a search for things 
outside and an expansion of his personality. His con- 
.sciousness was growing out of its cocoon. It was 
recognising the world outside. We see the result be.st 
in music. He started by blending the Ragas and giving 
them new content. In all, about thirty or forty new 
Raginis and a thousand songs . were the consequence. 
Naturally, the ^stads and tlie ‘ interested ’ in music 
(tailed them ‘ mixtures.’ But they Avere new ; not only 
new, but in their newness they obeyed exactly the same 
principles of creation Avhieli the great musicians had 
adopted and the public accepted. The only difference 
was that Tagore Avas an outsider, that he,Avas living, and 
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that his words were not the gibberish used by the XJstads 
in their tans. Tagore ’s compositions of this, stage, repeat 
the course of the development of Indian classical music. 

Those thirty or forty new Raginis can be grouped under 
-a number of heads. In -the, Todi group, Tagore’s 
blendings are the following : Asawari-Bhairavi, Jaunpuri- 
Bhairavi, Barbari-Todi-Jaunpuri or DesirBhairavi, Khat- 
Todi and Todi-Ramkeli. . The Bhairom group, consists of 
Eamkeli-Bhairom, Anaiid-Bhairom, Kalangra-Bhairom, 
Bhariom-Bhairavi. His metier was Bhairavi, and not a 
single, morning, song escaped its influence. Space forbids 
the analysis of Tagore’s Bhairavi varieties wliich are about 
a dozen. As in Bilawal, so in Sarang there are many 
songs no doubt, but he is not free with them. . The usual 
Brindabani, Madhumad and Gaud are there, the only 
exception being his blending of Brindabani Sarang with 
Mcgh. Pilu and Baroan attracted him, but he does not 
distiuguisli between tliem’. All his Pilu-Baroan songs are 
in the light mood with light tals, chiefly Kashmiri 
Khemta (!) and Kaharva, tals used by the cheaper 
women of the to^vn and by the village-folk in their private 
ceremonies. Multani is another of Tagore’s favourites. 
Its mixtures are three : Multani-Bhimpalasi, Multani- 
Purabi, and Multani-Todi. And here we see very clearly 
Tagore’s principles of blending. Multani is the raga that 
leads Purabi and Bhimpalasi in the time-scale, the senti- 
ments being similar, the sadness of the falling day and 
the twilight. In the country-songs of Bengal, no distinc- 
tion is still made betwen Multani and Bhimpalasi. Todi 
and Multani have three common 'bikrit notes, re, ga and 
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dha, and unless due care is taken the two ‘ragas’ sound 
as one. Tagore seldom offends against the intimacy of 
sentiments fixed by association ; lie effects the transition 
from one mood to another; mixes first the cognate ragas, 
and then those which liave certain marked common notes, 
even tliough their arrangements of notes are dissimilar. 
This is exactly how the famous composers had worked. On 
what other principles were Deslii-Todi, Iman-ICalyan, Kafi- 
Sindhu, Gaud-Mallar, Desh-j\rallar, Surat-Jrallar, Jhinjit- 
JChambaj, Bihag-Evhambaj, Bhairom-Bahar, Bu-sant-Bahar, 
and a host of others created ? "What else is Adana but 
Sarang-Kanada, Shankara but Bihag-Kalyan ? Really, 
after Tansen and Darwin, to hold the contrary view is a 
bit stupid. The dominant evening groups are Kalyau, 
Kedara, Basant and Bihag. Kalyan varieties are not many; 
they go with Purabi and Bhoopali mainly. Kedara is 
beautifully blended with Clihayanat, Harabir, Khambaj, 
Shyam and Bihag. Bihag in its turn goes with Khambaj, 
and Shankara, and Basant \vith Sohini, Hindol, Paraj, 
Bahar and Lalit. The Kanada variations he does not 
improve upon, as already we have had eighteen of them. 
Probably, Tagore did not care for Bagesri; there appears 
to be only one song in that raga which is known to the 
.author. IMalkaus he positively avoided. Tagore, however, 
seems to have reserved his genius for Mallar, the melody 
of the rains. Twelve varieties are alleged to be extant, 
hut Tagore simply pours himself out in IMallar. The rainy 
season he liked above all. Like the Emperors of India he 
would come back to his psychic capital, Shantiniketan,. 
where the rains come in all their royal splendour over the 
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spaces, force themselvs into the ashram,' aihd give it the 
fulness of life. Shantinikefan for the' rains j in summer, 
the soil is in the grip of skeleton-hands; after the cloud- 
burst, the little rills become roaring torrents, the Jeetdki 
is in bloom, and there is' merriment' all' round; (Only the' 
snakes come oufr^but as Tagore once said: ‘ Has anybody, 
here died of snake-bite?-’ None, indeed. Twice-bitten, but' 
not even once dead; But, the outsiders ?) ■ 

Tagore’s Mallars refuse .to be analysed. ' They pass 
from the grave to the gay,— ^Mallar' with Kad, Kanada, 
Desh, Surat, Pilu-Baroan and so on,— Tagore would be 
on the point of recklessness. But then, as structures, his 
rain-songs do not go beyond the matrix of Megh: Two 
other ragas which do not exactly come within the time- 
sequence are frequently used by him, Khambaj and Kad. 
In the classical system they can be' sung at aU ' hours’ 
EZhambaj is, of course, a flexible raga, like Tehekhov’s 
Darling as Tolstoy understood- her. Tagore has given us 
Blambaj-Bihag, Pilu-Kbiambaj, Khambaj -Chhaya, Glara- 
Khambaj, Elhambaj-Bahar, Khambaj-Kedara,' Khambaj- 
Kafi, to mention some of them only; Kafl has gone with 
Sindu, Sindhurha, Khambaj, Pilu, and of course with 
Kanara. (Tagore’s Sahana, like his Bibhas, is wrongly 
used.) The above list, inexhaustive as it is, mentions much 
more than forty varieties. But we have' written ‘about 
thirty or forty’ for the simple re^on that at least thirty 
blendings, even if they existed as rarities in private reper- 
toires, were probably not known to 'Tagore, and' certainly 
are not known to most of us. For historical purposes, there- 
fore, they are creations. Of course, every combinatioh is not 
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a synthesis. In a few later songs, the joints creak. 

But Tagore would not halt at the blending of airs. 
Of rhythms there wei’c at least three new ones, with 
fb >11, 13 beats. The author remeinbei's to have attended 
a meeting held in protest against Tagore’s *Sa/i(/ceter 
Muhti* in which a scholar in music made a w'oman- 
vocalist demonstrate that the new tain were the old ones 
In disguise. Notiiiug much could be proved, Tagore’s case 
;^oing by default. Naturally, Tagore ignored ‘public 
laste’, and made bold to go beyond what the public tasted 
in the classical forms, viz.. Dhnipad and Dhauiar, The 
irony of the situation was that the public did not know 
that Dhrupad and Dhamur, as they are sung to-day, were 
once the regional .styles of Agra, Gwalior and JIuttra. 
Bhamar is called Holi, and its unequal rhythm, which 
is its beauty, Is the rhythm of. the local swing-festival. 
Tagore also, probably was not aware of it. .But he 
had lieard the folk-tune.s of beggai-s and boatmen, 
of wandering saints and singers, and of the common 
men in their community prayei*s. These melodies 
and their simple rhythms now became his allies. 
After the Bai*sha-mangal (1921), his compositions became 
genuine outcaste.s, the an/j/oja of music. Not that all these 
combinations of the folk and the classical Avei'e imme- 
diately pleasant; not that he gave up composing in the 
classical structure ; but that at last he found himself more 
in tune with the deeper laws of creation. He had repeated 
in the second phase the history of cla.ssical Indian music; 
in the third phase he did likewise, in addition, he repeated 
the history of all m\isic, viz., the rejuvenation of tyve& by 
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cross-breeding with or grafting on the ' indigenous. At 
long last, he was obeying the capital Ihws of all human 
creation by diving into the collective habits of the people. 
Whenever Indian music (Western music too) had become 
stereotyped and stopped from evolving, it had dra^ from 
the life-giving power of the folk and the people’s songs. 
The' very names, Bangali, Garjari,- Multani, Saurathi, 
Jaunpuri, Deshi, and many more would prove it beyond 
doubt in our case. Sanskrit texts even refer to mixtures 
with Iranian and Turkish tunes. Kirtan, Kawal, 
Bhajan, in fact, the whole area of artha-sangeet is the 
meeting ground of the marga (classical) and the Deshi 
or laukik (folk) styles. When Tagore used the term 
‘.-Sangeet,’ instead of raga or ragini, his instinct did not 
lead him astray. 

This search for simple folk-tunes came from the same 
urge that was responsible for the change-over from the 
older type to the so-called symbolical dramas like 
Falguni. Poetry offered him a greater resistance, and so 
the poems from 1920 onwards, with, the exceptions of 
Purdbi, Mahna, Prahaliim and until he struck upon the 
prose-poems and free verse, were songs and the songs 
were poems. Between 1920 and 1932 (Pmiascha), as 
many as eleven volumes of his songs alone appeared with 
notation. (Tagore’s ease was therefore different from that 
^ of Yeats who composed words for music. Yeats’ musi- 
cal ears were defective.) But in a sense Tagore had 
already gone to the people when he took to the prosody' 
of' folk-verse and made new things out ' of them. Be it 
noted, however, that Tagore’s later compositions are not 
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‘folk-songs,’ as the later literature is not ‘folk-literature.’ 
’Phat is dialectieolly never possible. The simple and the 
Kophistieuted usually run in two streams, but . when the 
spring-water welled up it was all one running sheet of 
creation. 

What was the urge? Once again, it wa.s primarily of 
personality. Our ragas, os we lind tliem from the XVI 
century onward, are too abstract, too non-human, too re- 
mote from individual hopes and fears, worries and con- 
tentment. In their courtly formality they are like the 
Indian administration. People who had nothing to do 
with the court never took kindly to them. They always 
had their own masic, devotional, ceremonial, 
seasonal, communal, (not in Ramsay MacDonald’s .sense 
at all), and occupational. The two interacted no doubt, 
but in the main, their currencies were different, i*eflecting 
quite clearly the class-division in our sacred land. In the 
lauhik QT artha-sangect, the solo-performer existed, but his 
improvisions never suppressed community-singing. So, 
the individual as such seldom got a full chance either in 
Dhrupad or in the popular songs. Only the peripatetic 
singer with his songs and words of double meaning, one 
for the audience and another for the elect of his sect, 
was somewhat free to express himself in an iin-premeditated 
and a full-throated ease. Hence, Tagore’s affinity w’ith 
him, that of his music with his, his prosody with his. 

• Tagore’s music tlius seems to be what it is in its avoi- 
dance of the general and abstract nature of the courtly 
variety of Hindustani music loiown as classical music. 
The speciality of Tagore’s compositions is that they st.ai*t 
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from the specific demands of the individual. Of course, 
they do not stop' there. What "we find in these songs is 
a sort of pole fixed in the individual at one end and lost 
in the music of the spheres at the other. In a -way, there- 
fore, Tagore the composer may he treated as a symptom, 
an Evangelist of Decadence. But then Hindustani music 
has to be proved to have come from the lips of Brahma, 
which is just nonsense. At the same time, we caimot fail 
to notice the uncertainty that comes from a credo in which 
the individual and the Universe overshadow the inter- 
mediate stages which build up the occupational and the 
community-songs. One has to pay the penalty for passing 
hurriedly over the intermediate stages in the name of the 
beginning and the end. And the penalty is implicit in 
the description of Tagore’s music as a separate species, 
whereas, in reality, it is in the main traditions of the 
development of music, and of Hindustani music itself so 
far. Nowhere are the tests of Tagore’s greatness proved 
better than here ; and nowhere too the limiting objective 
conditions of his greatness. 

Once we seize this essential point, viz., Tagore’s dis- 
content with the abstract modes and his search for the 
human, for the individual and the specific, we can easily 
understand why his songs fill his dramas, why they are 
sung (mostly badly) and hummed by all manner of people 
for all sorts of moods. Old men, young men and women, 
particularly, can and do find the appropriate song for 
almost every mood in their lives. The more fugitive the 
mood is, the sweeter the song, the deeper it is, the nobler. 
Many discerning critics therefore consider his songs to 
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be his chief claim upon posterity. Of course, it is the 
distant posterity ; the immediate one may demand more 
action and more vigour. But then, more varieties have 
to be found for our modes of living in order that they 
may lead to the enrichment of Indian music, for example, 
by adding the occupational or the dramatic dimensions of 
human motives. Something will have been lost no doubt, 
but pity for a dying bird’s plumage may also be a waste 
energy. 

/ 



PAINTING AND DANCE 


TWO other facets of Tagore’s genius shine on' us, paint- 
ing 'and dancing. Tagore took to painting quite late in 
the day, at nearly seventy. It was like a side-issue, a 
chip from his workshop, a play of his fancy developing 
out of the inter-linear erasures and corrections in his 
manuscripts. His ambient hand-writing was large, clear, 
flowing and balanced. The flrst attempts were essentially 
calligraphic. But soon the ‘graphs’ came out with hints 
of design. When Tagore found that order was issuing 
without his willing it, he changed over from the pointed 
nib and black ink to the back of the nib and then to 
brush and colour. In this process too he seemed to have 
been ‘ aiding the birth ’ of form or ‘ salvaging.’ The forms 
were varied : flowers, trees, landscapes, heads, human 
figures, and creatures of his private myth. They were 
firm with the strength of bones, even though anatomy 
was not always observed. Colours also ranged from 
gloomy tones to bright splashes. But all appeared to be 
unfinished. Sketches they could not be properly called. 
They were the ‘work in progress’ of one who was seeking 
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accepted. 'Western style, and they do not. belong 
even to the Indian art-traditions. It may appear strange 
that one who with his nephews sponsored the modem 
movement in Indian art should have nothing to do with 
■ it in his own. creation, that fTagore, the representative 
Indian, should strike upon the Western traditions the 
moment he would allow his hand to move ‘willy-nilly. But 
then, this contradiction may be partly resolved. Tagore 
was no doubt dissatisfied with the West in certain aspects, 
but his attitude towards the Western civilization was not 
one of hatred breeding frustartion and despair. He did 
believe in the capacity of the West to renew itself. Tagore 
did not reject the vital traditions of European Art. 
Therefore, an escape into primitivism was not essentitd 
for him. At the same time, the fact is that he did not 
come to the Indian or the Chinese art, as one would have 
expected. No other explanation occurs to the author 
except that in painting he did not draw from the deeps 
of the collective unconscious from where Indian symbols 
spring and Indian art-forms emerge. His flowers are not 
the lotus, his human figures are not the angelic, his birds 
and beasts are not the Jatayu or the Sacrificial Horse. They 
definitely belong to- the fore-conscious or the sub-conscious. 
Look at the emotive charge of each of his works; his 
flowers are portraits, his human figures are dark with 
intent, his blood-red colours are laid layer over layer in 
almost sadistic vexation; and the whole seems to hover 
with puckered brows over a precipice. Yes, primitive and 
automatic in this manner, but not beyond it. Man, nature 
and the beast are his subjects, but not the. angelic or the 
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crisis, the last but one reckoning with Death. We do not 
suggest that it, was finally resolved, but we do mean that 
the paintings are a definite stage in their maker’s growth, 
a marked aspect of his conception of Death. Without that 
■ growth and that genius, they could have been interesting ; 
in their context, they are essential. At all times, some 
of them at least are eminently satisfying. 

Tagore’s visual powers were highly developed, only 
less than the audile ones. We have referred to the lack 
of tactile feeling and also to the peculiar nature of his 
dramatic sense. The faculties and inhibitions were com- 
bined to produce the Shantiniketan dance. In another 
book,* the merits and demerits of the Shantiniketan style 
of dancing have been discussed. Tagore’s contributions 
were the conception of the theme, the songs and the 
dramatic structure. OccasionaUy, he would even suggest 
the details of dance-forms. The earlier dances were 
deficient in footwork, and were characterised by a close, 
illustrative dependence upon the verbal contents of the 
songs. But the main rhythm was observed and ' the 
pictorial design respected. Later on, however, things 
improved when some bom dancers were discovered and 
the sophisticated ‘ folk-style ’ of Manipur dance was 
accepted in an amended form: With their help, the story 
element came out in all its lyric beauty, and steps and 
movements were co-ordinated. Naiir Piijah is probably 
the best performance of this period. Later,- in the danee^ 
version of Chitronga-da,, a synthesis was reached- bstween 

P“WlSheM. Tagore 
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less sinuous. The woman's part in the execution of 
Tagore's dances has been as good or as bad as it has been 
in the case of his music. There are no ‘ reasons of Art ' 
by which Tagore’s genius in music and dance may be 
annexed by only one species, and of only one class at that ! 
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tlie youtliful end, we loiow of liis leJidersliip of the 
Swadeshi movemeiLt, • his desperate eftorts at introducing 
the 'vernacular in political meetings, , his initiaion of the 
Rakhibandhan ceremony as a symbol of fraternity between 
castes and communities, and His earnest attempts to instil 
life into the decaying, villages, and 'to evolve a new .educa- 
tional system more in consonance with the needs and 
the ideals of the people than the existing soulless one. 
It is a pity that India has forgotten the man of action in 
the Poet. In the intermediate stage, he pointed out the 
limitations of nationalism and pleaded for an inter- 
national outlook, he protested against the Jalianwallabag 
massacre and the less dramatic but equally effective policy 
of internment, and gave up his knighthood in a letter 
that should live in the history of human freedom. His 
subsequent travels in Soviet Russia re-oriented many of 
his earlier views, but, in the main, they only strengthened 
his deeper convictions. His political . and social views 
can be easily deduced from the discussions of the 
characters in his novels and stories. His national songs 
are well-known. 

It is obvious that his politics cannot be separated from 
his other works. Politics, in its turn, is dependent upon 
his reading .of Indian and world-history and is closely 
linked with his view of society. It comes out of 
■his personalistic humanism to become democratic 
personalism. Tagore at first considered that .the 
chief function of ' Indian liistory was to convey to 
the world' the message of a forest-laboratory in which 
experiments in social harmony had been quitely conducted. 


j 


US 



T A G O a K 


Ci'radjially, Jlur ciMitiMit ot his n'>tiou nt IiuUiin hi.stj*ry 
inoi’oastMl to a of irs inJiin coiuvxr lisruuira 

halaiU'.cd "HiUps in towns and vilia''f.s. Thw r»il*i of ».;ilit\-; 
as siifh was niissin;.;. Still later, th« course was sought 
to Ih! nnder.st«)od in terms <>i Slati-jn>Wi*r on the <nie lumd 
and a <li.sinte{jfrated M.eial order «»n the tAh'-r. T/u: .Muslim 
period was oidy the rule of an a!i»*n ruler, and not of 
lite alien nation that had institutionali.'^ed ii.vlf into a 
soulleius administration. For him, the iiritisii rule 'nad 
jOnee brought the gifts of the West, it.* .-^eience, humanism, 
vigour, self-help, literature, and love of freedom, but in 
tlie later pliases, those gifts had been turuetl into ashes 
by the eult of power, u nou-huiiuui admiuislruiiou of law 
and order. The eourse of world-Iii.story for him, a.s he 
hcifaii to see it on the »fve of the World War I was oin- 
of greed, exclusiveness iii the name t)f nationalism, In-'i 
of power by the State, ending in a wftrshij) of ll)e maehine 
that f«»rgot its innetion to serve man and usurped man's 
mastery. Tagore ealled tins imj)eriali.sm. ITis reading 
<if world-history was partly amended by bis visit to Soviet 
itU-ssia v.’here he .saw the various naiioiialites working 
smoothly a.s autonomou.s entitie.s with their own euhure 
ilowering within the larger ambit of a demoeratie 
.socialist constitution. The remark of a Korean youth 
that the exploited of all nations liave a strength superior 
to the might of the exploiter made a deep impression on 
him. Tagore recognised the link between India and the 
world and the utter need of strengthening it. But he 
did not realise that the existing relation was based, 
primarily, on the economic foundation of the exploiter- 
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exploited i*elations within the capitalist structure of tlie 
nation-state, and secondarily, upon the expansionist 
consequences thereof. .Tagore's conception of history was 
therefore effective as. a protest, but it did not offer vyays 
and means of remaking it beyond those of love, dignified 
suffering and rural reconstruction, of chitiasiiddhi and 
prayschitta, i.e., self-purification and atonement. His 
technique he propounded through the lips of Dhanan- 
jaya, the saintly rebel of his drama, Prayschitta^ (1909). 
He- suggested almost everything — Satyagraha, no-rent 
campaign, moral preparation, removal of uiitouchability 
etc., with Avhich we were to get familiar later. There is 
something in Dunne’s theory of Time, it seenis. Be that 
as it may, Tagore’s idea, Gandhi ji’s likewise, of regenera-: 
tiou through love and suffering is different from that of 
another man wlio changed the history of his country in 
our life-time and of whom another writer, Gorky, said, 
"‘I have never met in Russia, the country where the inevi- 
tability of suffering is preached as a general road to salva- 
tion, one who hated, loathed and despised all unhappi- 

ness, grief and suffering so strongly and deeply as Lenin 
did. He was particularly great in my opinion precisely 
because of his burning faith that suffering was not an 
essential and unavoidable part of life, but an abomination 
hat people ought and could sweep away:” Tagore’s ways 
md means did not include hatred of suffering. Gandhiji’s 
also do not. East and West ? 

Tagore’s view of Indian society was that it was primarilj 
rural. The viUage eommuniti'es once had a harmony ol 
their own. (With his ideas he could not hold with man^ 
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Indian sociologists that tke caste-system, .'vras the back- 
bone Oi tbe Indian society.) In those * little republics’ of 
our Indologists, tbe interests balanced one another, mth 
the panehayat as the unobtrusive regulator and under 
the benevolent guiding hand of the zamindar. When the 
village-communities ■were disriapted,' how exactly Tagore 
■was not anxious to explain, Indian society became limp, 
the upper castes drifted from the lower, and the Hindu 
from the iluslim. Tagore’s life-long emphasis on the last 
two aspects of the problem of social disorganisation shows 
s^the political realism of his social ■vision. His solntion of 
^ * organisation was reconstruction, not reform. Young 
men and women would live in the countryside, know its 
problems, speak ite own language, mix as one "with the 
people, and by the infection of example, the revival of 
arts and crafts, ceremonies and festivals, and the establish- 
ment of Co-operative societies for credit, sanitation, and 
above all by education, would make the village re-fonetioh 
on a higher leveL It was by the help of such ideas that 
he had managed his own estates. Sriniketan introduced 
science and modem organisation into his earlier scheme.. 

In a sense, Tagore’s idea was that society was at the 
base of the state. But how actually the state developed 
out of social relations is not to he found in his ■writings. 
In the absence of clear views on that historical process, 
his world-society started ■with a congeries of indi^viduals 
each of whom was trjdng to develop into a person. He 
would sometimes fill the gap between the person and the 
Cmtas Dei by group-personality, national genius and 
destiny and so on, but it was only the language of -litera- 
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tiire. So the gap between the village-society and the 
world-society remained gaping. But he was sure that the 
latter would emerge out of the ruins of wars. His faith 
was of late. Some kind of an idea of social 

autonomy was emerging out of his later writings. Dialec- 
tically, he was also tending to believe in the international 
society of the oppressed peoples. It is obvious that his 
‘ peoples ’ were neither the ‘ masses ’ nor the ‘ classes.’ 

The basic assumptions of all these views are the follow- 
ing: (1) an abiding faith in harmony as a natural law, 
(2) State, government, society are only means to an end, 
which is the development of personality, (3) joint co- 
operative efforts are the keys to construction, and not 
begging and petition-mongering, and (4) sacrifice and 
service are the primary virtues of the man and the State.- 
An outgrowth of the above is his dislike of power that 
absolutely corrupts’ every unit of the national being and 
totally prevents the necessary understanding between 
peoples. Tagore was one of the first thinkers to realise 
the menace of totalitarian ‘statism’ to peace and 
personality. 

The limitations of these views can be easily stated. 
As mentioned in another connection, they are not possessed 
by the sense of history which interprets and guides. They 
are weak on the economic side. (Tagore and other members 
of the family had plunged into many economic 
ventures and’made a mess of them. He was a practical 
man otherwise. But that kind of business-economics does 
not help the understanding of history). Tagore’s notions 
are far too occupied with the person to be concerned with 
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u coitiprcliCDsion ol. tlio laws of (tapitaiistic. dftvciopiiiepi 
and. of the class-structure of society and the State. The 
analy.sis of power is in terms of money and machine 
without goinj' into the fundamentals of State and pro- 
perty-relations, In short, Tagore's diuj'no.sis was not 
that of a Socialist. We know liow In? dignified .sutferin^r 
. by love, how he did not despise it as an abomination. 

And yet, the general tenor of his views and criticisms 
was decidedly radical and pro^re.ssive to the period. We 
Kuy ‘{'cneijal,’ bccuu.se in the sixty or more year.s of his 
intensive intellectual life one could detect the pre.seuce of 
'ideas which would act as a dead-weij^ht to revolutionary 
changes. His ideas of tapohan or forest-laboratory, his 
roniuntic rurulism, his vision of the prince and the zamin- 
dar as the patriarch or the benevolent despot may appear 
nostalgic to-day. The subtler atraosphei’e of individualism 
may also be. found oppre.ssive. Tie had a horror -of the 
party and believed that man was cribbed by partisanship. 
Some people may even feel that his^ ideal of the sacrificing 
woman, the releasing creature, the eternal inspirer, is 
anti-eomradely, (The author suspects that in spite of the 
fact that in his novels and stories the women appear t(» 
be more iirogressive than the men, they are essentially 
only more interesting, the reason being that they do not 
observe the purdah and talk in Tagore’s omi language 
which is -our ideal language.) In spite of all this and 
much more that the young Socialist may provide, Tagore 
was an agency for change. Sir. Amit Sen, in a brilliant 
article on the subject in the Paricliay (Tagore Memorial 
TSlumber), has pointed out the main features of Tagore’s 




progressivism. He mentions Tagore’s great faith m vrana 
and his huidanism, but does not forget to show the deh- 
eiency in these conceptions. In the intimate association 
wth every fateful change, Sen finds the secret of Tagore’s 
radical views. At crises, fear envelops the soul of the 
interested; many succumb and few overcome it. Tagore 
was not afraid of change, and there are reasons to think 
that he would not have been afraid of basic upheavals. 
{Tide his third letter in Letters from Bicssm— -Why 
Afraid ?) Even if we leave the revolutionary changes that 
he effected in literature, music, dancing, and in other 
practical fields such as education, we are still left with 
his. merciless attacks against organised religion. Tagore 
was getting more and more anti-religious, even secular in 
his later days. His opinions on our religious leaders, our 
pandits and maulanas, cannot be printed. Doping w’as 
only a mild term for their ministration. 

Vanguard* writes of an incident in the Civil War in 
Spain. A Spanish soldier asked him, “What is Tagore’s 
attitude towards Fascism?” The letter to Noguchi was 
referred to, and the soldier was happy. Said he: “ He 
might not be coming from the ranks of the people, but 
he is semitive and honest. He is on the side of progress 
and justice. ” After a pause the valiant fighter proceeded : 

Many of them (the better tjnpe of intellectuals) might 
not take part in the actual fighting, many might abhor 
the violence that will show itself in the process, but they 
wiU at least be honest when, moved by the agonies of 
suffering humanity t oday, they will welcome the birth 

* Calcutta Municipal Gazette Tagore Memorial Special Supplement. 1«M1. 
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of the new world of peace, freedom and happiness. By 
themselves they will not be able to build such a world, 
but they will welcome its construction when the toiling 
man will be . enthroned. They are no doubt individuals 
and their reactions will be entirely emotional. Yet they 
.will be our valuable aUies in the struggle. "Would' you 
regard Tagore as one of them?” Vanguard did not hesitate 
to give him the proud answer; “Yes, we regard biTn so.” 
Vanguard spoke for every serious student of Tagore. 
Tagore may have been this thing or that, but he had no 
fear in his. make-up. Certainly not the fear of freedom 
o conquer which man has sought to merge himself in 
.the whole, not even the feqr of change to overcome which 
the intelleetaal has developed his subtleties, and the vested 
ones all the defence-mechanism discoverable by human 
ingenuity. Tagore always was on the I’ight side of the 
struggle and his courage would not have failed at. the 
zero hour. . That’s why he is progressive to the period, 
and also progressive in the long run. He had no fear 
of freedom. 

No account of Tagore’s social activities, however brief, 
can be complete without mentioning his educational views 
and experiments. The truant became one of our leading 
pedagogues. Those of us who have listened to his lectures 
and talks in the class at Shantiniketan must lament the 
loss to the teaching profession in the creative artist. But 
his educational experiments and his numerous writings 
on them are there for all to see and read, even if a,ll can- 
not read his brilliant text-books for the children and the 
young. (His* Bengali, English and Science primers were 
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all Witten from liis o^n teaching experience.) But the 
Shantiniketan was his spiritual child. Started as e 
Brahmacharya Vidyalaya in December 1901 on the spot 
selected by the Maharshi, with the temple he had, erected 
as the nucleus, and with only just a handful of boys, 
Tagore wanted to give effect to certain immediate and 
distant ends. In Prof. P. 0. Mahalanabis’ language, 
“Rabindranath’s immediate object was to found a school 
where the children would, live a happy life and have as 
much freedom as .possible; where .study would not be 
divorced from life; where the inmates w^ould participate 
in the communal life; and live in harmony witU the 
surroundings of nature.” Among the deeper and more 
distant ideals were (1) the ancient ashrams of the 
Upanishads and the tapohan of Kalidasa — a classic 
setting, (2) knowledge of the. countryside, including 
farming and care of cattle, (3) simple living, barefooted 
and vegetarian, and (4) self-help. Vedie hymns and ascetic 
h'fe did not square ill with the contact with Nature. Music, 
drama and festivals were of course indispensable. Though 
many people called it a poetic caprice, Shantiniketan 
grew in numbers, thanks to his enormous sacrifice in time 
and money, his wife’s whole-hearted devotion, and the 
enthusiasm of a number of devoted teachers, Jagadananda 
Roy, Brahmabaudhab Upadhyaya, Auimauauda, Satis 
Roy and Mohit Sen. Meanwhile, the Swadeshi movement 
had taken the turn towards violence, and Tagore 
returned to Shantiniketan. Brahinabandhab left, but Ajit 
Kumar Chakravarty came in. Prom now on, Tagore took 
to re-eoustructiott of the villages round about the school. 





TAGORE 


Tiiere v/as a proposal to amalgamate the Shantiniketan 
y.'ith the N'ational Council of Education, towards the 
foundation of which he had materially assisted. But ir- 
fell through. Kshiti ilohan »Shastri Joined about 1908. 
When Tagore went to Europe in 1913 he felt the need 
of e.xpanding the Shantiniketan into .something bigger. 
C. P. Andrews and W, W, Pearson offered to come over, 
and they did. Their connection was life long. On Decem- 
ber 22, 1918, Tagore first adumbrated before the students 
and the well-wishers his new idea of the Vishwa-bharati 
(Universal Cultiu'e) as the radiating centre of illumhiation 
'or the world. Tlie motto selected was Yatra Vhicarn 
havati elm-nidam (where the whole world forms its one 
iingle nest). Advanced studies in Buddhism, the Vedas, 
Pali, Praki’it were inunediately taken up nader the 
guidance of Pandits Bidhusekhar and K.shiti ilohan 
Shasti'i, Tibetan and Chinese were subsequently added. 
Tagore, hi the mean time, was realising that the new insti- 
tution should not only be economically self-sufficient but 
*must group round it all the neighbouring callages, and 
vitally unite them ivith itself in all its economic endea- 
vours, ’ L. il. Elmhirst came accordingly with his unbound- 
ed idealism and well-filled purse to start the Institute of 
Rural Reconstmction, This was the origin of the 
Sriniketan at Siirul, a place nearby which Tagore had 
purchased some time ago from the family of Lord Sinha 
for the above purpose, Diuing the non-co-operation days, 
Shantiniketan felt the blast, but Tagore said. *’Our wealth 
is truly proved by our ability to give, and Vishwabharafci 
is to i>rove this on behalf of India,” In December 1921. 
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tile- Tfalwabhai-ati was foi-mally founded with Su- 
■Brajeudra Nath Seal, that great savant aud Ute-long 
frieud of Tagore, as the Acharya. The coucentratiou ot 
different ciiltiires of the East had been there, the new 
item in the programme being the idea ‘to establish a living 
relationship between East and "West, to promote inter- 
national unity and understanding and fulfil the highesi. 
mission of the present age— the unification of mankind.* 
Since 1921, the Cheena Bhaban, the Hindi Bhavan, tlie 
Samgeet Bhaban, v^the departments of Islamic and Zoroas- 
trian studies have been added to the older nucleus con- 
sisting of the existing school, the Sree Bhabana (for 
women), the Vidya-Bhabana (Kesearch Department), and 
the famous Kala Bhabana over which Nandalal Bose so 
ably presides. Famous scholars like Sylvaiu Levi. Win- 
ternitz, Sten Konow, Pormici, Tucci and Germanus havtr 
come as visiting professors. Many Indian scholars have 
also lectured there. Jawaharlal Nehru has truly said that 
he who has not visited Shantiniketan ha.s not seen India, 
i.e., the best of India’s culture. 


Sree Krishna R. Kripalani has* given in the Viswa- 
hharati Quarterly, Vishwabharati Birthday Number 
(1941), an admirable summary of Tagore’s educational 
ideals, and the reader is requested to turn there for further 
enlightenment. The author can only give his own estimate. 
The strength of the Vishwabharati scheme of education 
which IS a concretisation of Tagore’s ideals, coiisists iii 
1 the use of the vernacular as the medium of knowled'-e 
(2) Its emphasis on the wholeness of culture, througli coli- 
taet with nature, through music, painting, dancing 
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dramas, festivals and fairs, in other words, through rituals 
spontaneously organised, (3) its heightening of the 
awareness of young minds to heauty, and (4) the affirma- 
tion of the highest goal of human endeavour viz., the unity 
of mankind. These are noble ideals indeed, and the grati- 
tude of India to one of her greatest men will he tested 
by her willingness to keep them alive and make them grow, 
through storms and stresses, through the changing atti- 
tudes of her people in the context of world-events. 



VIII 

TAGORE’S INFLUENCE 


‘ IS the Universe concluded that we should come to a 
conclusion?’ asked Henry James of his audience, and 
there was no answer. To-day’s public are more anxious. 
But the author confesses his incompetence to satisfy the 
public if any such question about Tagore’s abiding values 
be raised. In addition, the author is not sure about the 
universality of any value inasmuch as he seeks to under- 
stand all values in the perspective of historical stages. 
And then, Tagore is so big, his life’s work so prolonged, 
his influence so all-pervasive that he cannot be put into a 
formula. It would also be testing him by his own 
standards, his own attitudes. Surely, if men and women 
in Bengal talk his language, write his hand, sing his songs, 
feel his feelings and moods, participate in his rituals, any 
conclusion about Tagore by a Bengali becomes not only 
difficult but unfair. All that can be done therefore is to 
mention once more the tests of greatness, viz., largeness, 
profundity, and the capacity to draw nearer to and from 
the laws of organic, social human nature, and to reiterate 
that Tagore satisfied these tests. His works are an organic 
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whole, they ai-e of bewildering: variety and maintain a 
liigli level, and tlieir crises are generally marked by going 
down to the common reservoir of collective living and 
coming out with a fresh lease. Technically also, we find, 
tlie same process. His artistic achievements are a synopsis, 
a recapitulation of Art’s own history, but pn a higher level. 

We have noted what we have considered to, be the 
instances of his deficiencies. Though he repeated the his- 
torical process within himself, his sense of history was a 
panoramic vision, a subjective estimate. Between the indivi- 
tlual and the Supreme Person or the Universe, institutions, 
roups, or nations did not very much obtrude. Tagore’s 
axis was personality. How exactly it was being turned 
askew he did not enquire. He put it to machine, power, 
standardisation, but not to property-relations. He appi'e- 
eiated science and scientific outlook, but never told ns why 
they were not spreading, whj’' they were being quashed 
by sentiments. He saw the usefulness of machinery and 
wanted it to remain man’s slave; and yet he did not fnUy 
grasp the position in regard to its ownership and the con- 
sequential surplus and resulting denial of personality to 
the person. To the generation that has witnessed the 
crisis of civilization in the fierce clarity of its exaggeration 
these deficiencies are positive. But are they not the mirror 
of the confused ways of social change in India? These 
contradictions are not accidental; nor are they personal. 

So the modern young man rebels ’only against the 
manner in which the social changes have taken place in 
India when he protests against the immediate influence of 
Tagore on Indians. On other counts, it is. an influence foi' 
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which he was no more eonsciousiy responsible than the 
mighty lanimi for the fungi underneatli. His stress on 
the spontaneity of creative impulse created a 
mitutored geniuses ; his lyrics canalised Bengali litera- 
ture mainly, into one channel ; his abundant use in pi ose oJ 
metaphors, analogies, and similes stood in the way of the 
logical, argumentative prose of statement; his music and 
dance led to an epidemic of musicians who did not know 
the difference between Bhairabi and Asawari, and of dan- 
cers* who were deaf to rhythm. Both types covered their 
ignorance by silly talks on ‘expression.’ The author know.< 
what he thought of them. But then, he was good, to<> 
good to aspirants. 

That is only one side of the picture. On tlie other 
side, Tagore’s influence was a release in everj' sense and 
in every sphere of art. After him. it is impossible to write 
bad verse and ineffective prose in Bengal. The general 
standard is almost invariably competent. Prosodic experi- 
ments have been numerous in recent Bengali poetry, and 
all of them can be traced to him. The contents of .storic.s 
and novels are different to-day, but the matrices do not 
yet mai'k a violent departure. Musical composition, as a 
separate activity, although it is a reha.sh of Tagore, 
has come to stay. His paintings have not been imitated, 
bivt liis danee-forms have been, lii politics, his influence 
acts against that of Gandhiji, which is very sti'auge indeed 
knowing 'what Dhananjaya had preached. or 

wrongly, the average educated Bengali does not detect 
aesthetic feeling in the eharka, in asceticism, in non-co- 
operation, or in any scheme of ei^nl-disobediellee. 
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Probably, the laiui-settlfiiieut, t!iw nioilier-euii and the 
composition ofc* TJcn^al have sometliin.^ to do vatli it. 
Hut that’s another story. On the other hand, if to-day, 
there is no writer in fudia svho is not a inuuaulst and an 
internationalist in ontlook (a very strange phenomenon 
indeed when we compare it with the literature of other 
.subject-people.s), tlie credit should primarily to Tagore. 
Tagore's iullueuee on women has been elevating, but noi 
very deoj), at least less th'cp tiian Sarut Chandra Chaiterji’s. 
it is not easy to conform to the ideals of Tagore's heroines. 
Indian women seem t«i feel that they can come up to 
iueh ideals only when they are watered down, as 
they were by >Sarat Chandra. If the coni'se of woman '.s 
education in middle-elmss families be .straight from the 
second prilner to Chatterji and Tagore, the intiueiice Is 
bound to be uplifting. Still, women in Bengal fill their 
private letters with (unacknowledged) (piotations from 
Tagore ’.s i>oems and songs. At critical moments in a 
maiden’s or a wife’s career one or two attitudes of Tagore’s 
heroines have been known to have played their part. They 
remained at Iiome, developing their personalities, and 
releasing their males. Such noble instances, however, are 
unfortunately rare. 

Today, the global w’ar is on. Jlan is diminished in 
Tagore’s country. In Chungking, in Stalingrad, Lenin- 
grad, SIoscow', Coventry and in Loudon, man has risen 
to his stature. Dark agencies are also mustering their 
forces against change. On the other hand, mighty ground- 
swells are surging. The issues are clearer than ever, 
Indians know on which side he would have thrown hLs 
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